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Introduction 


W hen I first started using Photoshop, it was a much 
simpler program to get to grips with compared 
with what we see today. Since then Adobe 
Photoshop CS6 has evolved to give photographers 
all the tools they need. My aim is to provide you with a working 
photographer’s perspective of what Photoshop CS6 can do and 
how to make the most effective use of the program. 

One of the biggest problems writing a book about Photoshop, 
is that while new features are always being added, Adobe rarely 
removes anything from the program. Hence, Photoshop has got 
bigger and more complex over the 16 years or so I have been 
writing this series of books. When it has come to updating each 
edition this has left the question, ‘What should I add and what 
should I take out?’ This edition of the book is actually slightly 
bigger than previous versions, but is completely focused on the 
essential information you need to know when working with 
Photoshop, Camera Raw and Bridge, plus all thaf s new in 
Photoshop CS6 for photographers. Consequently, you TI find a lot 
of the content goes into greater detail than before on subjects such 
as Camera Raw editing and high dynamic range imaging. 

I work mostly as a professional studio photographer, running 
a photographic business close to the heart of London. On the days 
when I am not shooting or working on production, I use that time 
to study Photoshop, present seminars and write my books. This is 
one of the reasons why this series of Photoshop books has become 
so successful, because I have had plenty of experience working as 
a professional photographer. Although I have had the benefit of a 
close involvement with the people who make the Adobe Photoshop 
program, I make no grandiose claims to have written the best 
book ever on the subject. Like you, I too have had to learn all this 
stuff from scratch. I simply write from personal experience and 
aim to offer a detailed book on the subject of digital photography 
and Photoshop. It is not a complete guide to everything thaf s 
in Photoshop, but it is one of the most thorough and established 
books out there; one thafs especially designed for photographers. 
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Macintosh and PC keys 

Throughout this book I refer to the 
keyboard modifier keys used on the 
Macintosh and PC computers. Where the 
keys used are the same on both platforms, 
such as the key, these are printed 
in gray. Where the keys used are different 
on each system, I showthe Macintosh 
keys in magenta and the PC equivalents in 
blue. So, if the shortcut used is Command 
(Mac) and Control (PC) this appears 
abbreviated in the text as: £§ and QBi 


This title was initially aimed at intermediate to advanced users, 
but it soon became apparent that all sorts of people were enjoying 
the book. As a result of this, I have over the years adapted the 
content to satisfy the requirements of a broad readership. I still 
provide good, solid, professional-level advice, but at the same 
time I try not to assume too much prior knowledge, and make 
sure everything is explained as clearly and simply as possible. 

The techniques shown here are based on the knowledge I have 
gained from working alongside the Photoshop engineering team at 
various stages of the progranTs development as well as some of the 
greatest Photoshop experts in the industry - people such as Katrin 
Eismann, the late Bruce Fraser, Mac Holbert, Ian Lyons, Andrew 
Rodney, Seth Resnick, Jeff Schewe and Rod Wynne-Powell, who I 
regard as true Photoshop masters. I have drawn on this information 
to provide you with the latest thinking of how to use Photoshop to 
its full advantage. So rather than me just tell you “this is what you 
should do, because thafs the way I do it”, you will find frequent 
references to how the program works and reasons why certain 
approaches or methods are better than others. These discussions 
are often accompanied by diagrams and step-by-step tutorials 
that will help improve your understanding of the Photoshop CS6 
program. The techniques I describe here have therefore evolved 
over a long period of time and the methods taught in this book 
reflect the most current expert thinking about Photoshop. What 
you will read here is a condensed version of that accumulated 
knowledge. I recognize that readers don’t want to become bogged 
down with too much technical jargon, so I have aimed to keep 
the explanations simple and relevant to the kind of work most 
photographers do. 

We have recently seen some of the greatest changes ever in the 
history of photography, and for many photographers it has been 
a real challenge to keep up with all these latest developments. 
Photoshop has changed a lot over the years, as has digital camera 
technology. As a result of this, as each new version of Photoshop 
comes out I have often found it necessary to revise many of the 
techniques and workflow steps that are described here. This is 
in many ways a personal guide and one that highlights the areas 
of Photoshop that I find most interesting, or at least those which 
I feel should be of most interest. My philosophy is to find out 
which tools in Photoshop allow you to work as efficiently and as 
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non-destructively as possible and preserve all of the information 
that was captured in the original, plus take into account any 
recent changes in the program that require you to use Photoshop 
differently. Although there are lots of ways to approach using 
Photoshop, you’11 generally find with Photoshop CS6 that the best 
tools for the job are often the simplest. I have therefore structured 
the chapters in the book so that they follow a typical Photoshop 
workílow. Hopefully, the key points you will learn from this book 
are that Camera Raw is the ideal, initial editing environment for all 
raw images (and sometimes non-raw images too). Then, once an 
image has been optimized in Camera Raw, you can use Photoshop 
to carry out the fine-tuned corrections, or more complex retouching. 

Whafs different in this book 

This version has been re-edited to put most of its emphasis on the 
Photoshop tools that are most essential to photographers as well as 
all thafs new in Photoshop CS6. There are a number of significant 
changes I would like to point out here. Firstly, the book no longer 
comes with a DVD and all additional content is now available 
on-line via the www.photoshopforphotographers.com website. 
Here, you can access movie tutorials to accompany some of the 
techniques shown in the book and download many of the images 
that appear in the book to try out on your own. You can also access 
around 200 pages of additional book content in the form of PDF 
downloads. For example, there is a 32-page printable guide to all 
the keyboard shortcuts for Photoshop, Camera Raw and Bridge. 
You may also notice that I have removed the Color Management 
and Web Output sections. The content in these two chapters has 
barely changed over the last six editions and I reckon there are 
a lot of readers who will have already bought at least one of my 
books previoulsy. In order to make way for new content I decided 
it was time to remove these and provided them as PDFs on the 
book website. 

Lastly, there is a Help Guide section with illustrated 
descriptions of all the tools and paneis found in Photoshop. To gain 
access to all these extra items, please refer to the instructions over 
the page. 


The Ultimate Workshop 

Adobe Photoshop CS6 for Photographers 
can be considered an ‘essentials’ guide 
to working with Photoshop CS6. But if 
you want to take your Photoshop skills to 
the next levei I suggest you might like to 
take a look at Adobe Photoshop CS5 for 
Photographers: The Ultimate Workshop. 
This is a book that I coauthored with Jeff 
Schewe. It mainly concentrates on various 
advanced Photoshop tricks and techniques 
and is like attending the ultimate training 
workshop on Photoshop. I should point 
out that there won’t be a CS6 update to this 
particular book. This is because most of 
the information in that book is not quite so 
version-specific as this main book. 
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Username and password 

Here are the details to access the on-line 
book content. 

Login: 3101-1901 
Password: superstition 


Accessing the on-line content 

The additional content associated with the book is now available on¬ 
line. This mainly includes the Tools and Paneis Help Guide, movie 
tutorials, plus an archive of extra written content available as PDF 
downloads. First, go to www.photoshopforphotographers.com, then 
go to the main page shown below and click on the ‘Access online 
content’ button shown in Figure 1. 
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Adobe Photoshop CS6 for Photographers 


A profcssional image edltor's guide 

to the Creative use of Photoshop 
for the Macintosh and PC 


Accessing the Adobe Photoshop CS6 for Photographers wetosKe content 

You can use lits page to access all the addibonal online content that is made 
available to readers of this book 

The username and password Information are both provided at lhe back of the book. 

For toest resuits we recommend using lhe Firefox web browser to view the on-line 
Help Guide 


Usctmmc: 

Password: 


Accessing the Adobe Photoshop CS5 for Photographers: The Ultimate 
Workshop DVD content 

You can also use this page lo access the abo ve DVD Help Guide contents on-line. 
You wili need to enter the password and username details as shown below 


Adobe Photoshop 
for Photographers 



Figure 1 To access the on-line content, go to www.photoshopforphotographers.com and 
click on the ‘Access online content’ button. This takes you to the second page shown here 
where you just need to enter in the username and password (which are provided on this page). 
Youll then be able to access the Help Guide shown in Figure 2. 
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Figure 2 This shows the Tools and Paneis section of the Adobe Photoshop for 
Photographers Help Guide. You can access here extra content such as layer styles, movie 
tutorials, PDF documents and download some of the images used in this book. 
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Chapter 1 

Photoshop 

Fundamentais 

L et’s begin by looking at some of the essentials of 
working with Photoshop, such as how to install the 
program, the Photoshop interface, what all the different 
tools and paneis do, as well as introducing the Camera 
Raw and Bridge programs. 

The Photoshop CS6 interface has seen a radical redesign, 
with the introduction of four themed appearance settings that 
offer users different leveis of interface brightness. Even if you 
are already familiar with how Photoshop works, or have read 
previous editions of this book, I would still recommend you begin 
by reading through this chapter first in order to leam about some 
of the things that are new to this latest version of the program. 

You can also use this chapter as a reference, as you work through 
the remainder of the book. 
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Macintosh and PC keys 

Throughout this book I refer to the 
keyboard modifier keys used on the 
Macintosh and PC computers. Where the 
keys used are the same on both platforms 
(such as the M key) these are printed 
in gray. Where the keys used are different 
on each system, I showthe Macintosh 
keys in magenta and the PC equivalents in 
blue. So, if the shortcut used is Command 
(Mac) and Control (PC) this appears 
abbreviated in the text as: @ and fSBl. 


Photoshop installation 

Installing Photoshop (Figure 1.1) is as easy as installing any other 
application on your Computer, but do make sure that any other 
Adobe programs or web browsers are closed prior to running 
the installation setup. After entering your serial number details, 
you will be asked to enter your Adobe ID or create a new Adobe 
ID account. This is something that has to be done in order to 
activate Photoshop and the reason for this is to limit unauthorized 
distribution of the program. Basically, the standard license entitles 
you to run Photoshop on up to two computers, such as a desktop 
and a laptop machine. 


Adobe Photoshop activation limits 

You can install Photoshop on any number 
of computers, but only a maximum of two 
installations can be active at any one time. 
To run Photoshop on more computers than 
this requires a deactivation and reactivation 
only ratherthan a complete uninstall and 
reinstall. There is also the added benefit 
that registering your product entitles you to 
various reward goodies. 
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Figure 1.1 The Photoshop installer procedure is more or less identical on both Mac 
and PC Systems. As you run through the installation process you will be asked to register 
the program by entering your Adobe ID or create a new Adobe ID account. If installing on 
a machine running an older version of Photoshop, you will also be asked if you wish to 
migrate the preset settings from the older program (see also page 720). 
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The Photoshop interface 

The Photoshop CS6 interface shares the same design features as 
all the other CS6 Creative suite programs, which makes it easier 
to migrate from working in one CS6 program to another. You can 
also work with the Photoshop program as a single application 
window on both the Mac and PC platforms (Figures 1.2 and 1.3). 
This arrangement is more in keeping with the interface conventions 
for Windows, plus you also have the ability to open and work with 
Photoshop image documents as tabbed Windows. But note that now 
the Application bar is gone, the Workspace options can be accessed 
via the Options bar. Meanwhile, the documents layout options are 
now solely available via the Window O Arrange menu. 


Macintosh default workspace 

The Macintosh default workspace setting 
uses a classic layout where the paneis 
appearfloating on the desktop. If you go to 
the Window menu and select ‘Application 
Frame’, you can switch to the Application 
window layout shown in Figure 1.2. 


Tools panei Tabbed window document Options bar Mac OS menu 


Photoshop paneis Workspace options 



A 
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Figure 1 -2 This shows the Photoshop CS6 Application Frame view for Mac OS X, using 
the default, dark UI settings. To switch between the classic mode and the Application Frame 
workspace, go to the Window menu and select or deselect the Application Frame menu item. 
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Tools panei Options bar Windows OS menu Tabbed windowdocument Photoshop paneis Workspace options 



Figure 1 -3 The Photoshop CS6 interface for the Windows OS. This has been captured 
using the middle light gray theme and the Photography workspace setting. 


The Photoshop paneis are held in placement zones with the 
Tools panei normally located on the left, the Options bar running 
across the top and the other paneis arranged on the right, where 
they can be docked in various ways to economize on the amount 
of screen space thafs used yet still remain easily accessible. This 
default arrangement presents the paneis in a docked mode, but over 
the following few pages we shall look at ways you can customize 
the Photoshop interface layout. For example, you can reduce the 
amount of space thafs taken up by the paneis by collapsing them 
into compact panei icons (see Figures 1.27 and 1.28). 
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Creating a new document 

To create a new document in Photoshop with a blank canvas, go 
to the File menu and choose New... This opens the dialog shown 
in Figure 1.4, where you can select a preset setting type from the 
Preset pop-up menu followed by a preset size option from the Size 
menu. When you choose a preset setting, the resolution adjusts 
automatically depending on whether it is a preset intended for print 
or one intended for Computer screen type work (you can change the 
default resolution settings for print and screen in the Units & Rulers 
Photoshop preferences). Alternatively, you can manually enter 
dimensions and resolution for a new document in the fields below. 

The Advanced section lets you do extra things like choose a 
specific profiled color space. After you have entered the custom 
settings in the New Document dialog these can be saved by 
clicking on the Save Preset... button. In the New Document Preset 
dialog shown below, you will notice that there are also some 
options that will allow you to select which attributes are to be 
included in a saved preset. 

Note that if you make a selection, such as Select All and follow 
this with Edit Copy, when you choose New Document it will do so 
using the same pixel dimensions as the selection. And, when you 
do this in Photoshop CS6, it also retains the color space. 


Pixel Aspect Ratio 

The Pixel Aspect Ratio is there to aid 
multimedia designers who work with 
stretched screen video formats. So, if a 
‘non-square’ pixel setting is selected, 
Photoshop creates a scaled document 
which previews how a normal ‘square’ 
pixel Photoshop document will actually 
display on a stretched wide screen. The 
title bar will add [scaled] to the end of 
the file name to remind you that you are 
working in this special preview mode. 
When you create a non-square pixel 
document the scaled preview can be 
switched on or off by selecting the Pixel 
Aspect Correction item from the View 
menu. 

Mobile & Devices presets 

New document presets have now been 
added for common devices such as the 
iPhone and iPad. 


Clipboard 




Figure 1 .4 When you choose File o New, this opens the New document dialog shown 
here (top left). Initially, you can go to the Preset menu and choose a preset setting such 
as: Photo, Web or Film & Video. Depending on the choice you make here, this will affect 
the size options that are available in the Size menu (shown top right). If you use the New 
document dialog to configure a custom setting, you can click on the Save Preset... button 
to save this as a new Document preset (right). When you do this the new document preset 
will appear listed in the main preset menu (top left). 
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Figure 1.5 This shows an example of how 
the Photoshop paneis look when the default UI 
setting isselected. 



Figure 1.6 This shows an image that was 
curves adjusted while viewed against a black 
canvas color. 


User interface brightness 

The most noticeable new change in Photoshop CS6 is the interface, 
which not only has newly-designed paneis and icons, but also 
offers the user four color themes with different leveis of brightness 
(you can adjust the progranTs appearance via the Interface 
preferences shown in Figure 1.7). 

Having the ability to adjust the brightness of the interface has 
to be a good thing. But, having said that, you do need to decide 
carefully which setting is right for the kind of work you do. By 
default, Photoshop CS6 uses a dark color theme and Figure 1.5 
shows an example of how the Layers and Histogram Photoshop 
paneis will look when this is selected. Now, dark themes can look 
quite nice when they are implemented well. For example, the 
Lightroom interface has been a great success. But the thing to be 
aware of here is that the dark default setting in Photoshop CS6 
isn’t particularly easy to read, especially if you are working on 
a large display where the panei lettering can appear quite small 
(more of which later). More importantly, the canvas color is linked 
to the interface brightness setting, and in the case of the dark 
default, it’s almost completely black. This can lead to problems 
when editing photographic images because how we perceive tone 
and color is very much dependent on what surrounds the image. 

To show you what I mean, take a look at the photograph in 
Figure 1.6. Do you think it looks OK? Now compare this with the 
Figure 1.9 version on page 9. Does it still look the same when 
viewed against white? Actually, I adjusted these two versions of 
the photograph separately using a Curves adjustment to obtain 
what I thought looked like the best-looking result, first against 
the black background and then against white. You can see a 
comparison of these two versions, both displayed against a neutral 
gray background (Figure 1.10). This highlights the fact that the 
canvas color can greatly affect the edit decisions we make. What 
you have to understand here is that Photoshop is a program thafs 
used by a wide variety of customers. For example, those who 
work in video will probably find that a dark interface works best 
for them. This is because the work they produce is intended to be 
viewed in dark surroundings. Photographers on the other hand 
are mostly focused on how photographs will look when they are 
printed, and where the photographs they edit will ultimately be 
viewed against a paper white background. 
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Figure 1.7 This shows the Photoshop Interface preferences, where you will want to edit 
the canvas color and set this to tight Gray’. 


Regardless of whichever interface theme you decide to use, I 
strongly recommend you customize the Photoshop CS6 canvas 
color to make it suitable for photo editing work. To do this, 
Choose Photoshop o Preferences Interface... (Mac), or Edit o 
Preferences o Interface... (PC). This opens the dialog shown in 
Figure 1.7, where, if you go to the Standard Screen, Full Screen 
with Menus and Full Screen options you can click on the pop-up 
menu and choose an appropriate canvas color. If you would like to 
match the previous Photoshop canvas color, I suggest you choose 
the Fight Gray option. Do this for each menu and click OK. 
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Figure 1.8 This shows a comparison of the different interface options. The top row 
shows examples of the four main brightness themes in Photoshop CS6 ranging from the 
lightest to the darkest. In the bottom row, the bottom left example shows how these same 
paneis looked when viewed in Photoshop CS5. Next to this I selected out the second 
darkest theme from the top row and captured this using the default small UI fontsize, next 
to it the médium UI font size and lastly, the large UI font size. 
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The other thing to consider is the legibility of the interface. 
Figure 1.8 shows a quick comparison of the different interface 
brightness settings. If you compare the CS6 panei design with that 
used in CS5, you TI notice that the separation between paneis is 
less distinct and the panei lettering doesnT stand out so well. This 
isn’t helped either by the ‘dark wash’ effect as you select darker 
themes. It seems to me that the lack of tone contrast in the overall 
interface tends to make the paneis blend together such that they are 
less distinct compared to CS5. However, there are things you can 
do to further tweak the interface. If you refer to Figure 1.7 there is 
an option marked ‘Enable Text Drop Shadows’. This allows you 
to add a drop shadow edge to the lettering (actually it’s a white 
edge). With the two dark themes this is really effective in making 
the lettering stand out more, but with the two lighter themes it just 
makes the lettering harder to read. Another thing you can do is to 
adjust the UI font size (see Figure 1.7). Any changes you make 
here won’t take place until you relaunch Photoshop. As you can 
see in Figure 1.8, increasing the font size marginally increases the 
overall size of the paneis, but this certainly makes the lettering 
stand out more clearly. Throughout this book I mainly captured the 
screen shots using the médium light gray theme with a médium UI 
font size and the Enable Text Drop Shadows disabled. 



Figure 1 -9 This shows the same image 
as in Figure 1.6, but curves adjusted while 
viewed against a white canvas. 


Figure 1.10 Here, you see howthe image 
views shown in Figure 1.6 and 1.9 looked 
when compared alongside each other using 
the light Gray’ canvas color. The white 
background edited version is on the left and 
the black background edited version is on the 
right. Do they still look the same to you? As 
you can see, although these image views each 
looked fine when viewed against a black or 
white background, when you compare them 
side by side, you can see that the canvas color 
choice has had quite an impact on how the 
image was perceived when making those all- 
important tone adjustments. 
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OpenGL display performance 

lf the video card in your Computer has 
OpenGL and you have ‘Enable OpenGL 
Drawing’ selected in the Photoshop 
Performance preferences, you can take 
advantage of the OpenGL features that 
Photoshop supports. For example, when 
OpenGL is enabled you will see smoother- 
looking images at all zoom display leveis, 
plus you can temporarily zoom back out 
to fit to screen using the Bird’s-eye view 
(page 55), or use the Rotate view tool 
to rotate the on-screen image display (see 
page 57). 

Dual monitor setup 

Those users who are working with a 
dual monitor setup will notice that new 
documents are opened on whichever 
display the current target document is on. 

Reveal in Finder 

Mac OS X users will also see a ‘Reveal 
in Finder’ option in the document tab 
contextuai menu for pre-existing (saved) 
images. 


Tabbed document Windows 

Let’s now look at the way document Windows can be managed in 
Photoshop. The default preference setting forces all new documents 
to open as tabbed Windows, where new image document Windows 
appear nested in the tabbed document zone, just below the Options 
bar. In Figure 1.111 have highlighted the tabbed document zone 
in yellow, where I currently had four image documents open. This 
approach to managing image documents can make it easier to 
locate a specific image when you have several image documents 
open at once. To select an open image, you simply click on the 
relevant tab to make it come to the front. When documents arenT 
tabbed in this way, you TI often have to click and drag on the 
document title bars to move the various image Windows out the 
way until you have located the image document you were after. 

Of course, not everyone likes the idea of tabbed document 
opening and if you find this annoying you can always deselect 
the ‘Open Documents as Tabs’ option in the Interface preferences 
(circled in Figure 1.12). This allows you to revert to the old 
behavior where new documents are opened as floating Windows. 

On the other hand you can have the best of both worlds by clicking 
on a tab and dragging it out from the docked zone. This action 
lets you easily convert a tabbed document to a floating window 
(as shown in Figure 1.13). Alternatively, you can right mouse- 
click on a tab to access the contextuai menu from where you can 
choose from various window command options such as ‘Move to a 
New Window’, or ‘Consolidate All to Here’. The latter gathers all 
floating Windows and converts them into tabbed documents. You 
can also use the N-up display options (see Figure 1.15) to manage 
the document Windows. 

With Mac OS X, you can mix having tabbed document Windows 
with a classic panei layout. If you disable the Application Frame 
mode (Figure 1.2) and use the Open Documents as Tabs preference 
or the ‘Consolidate All to Here’ contextuai menu command, you 
can still have the open Windows arranged as tabbed documents. 
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Figure 1.11 The default Photoshop behavior is for image documents to open as tabbed 
Windows (highlighted here in yellow), docked to the area just below the Options bar. Click 
on a tab to make a window active and click on the ‘X’ to close a document window. 
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Figure 1.12 The Photoshop Interface preferences. 



Figure 1.13 This screen shot shows the two ways you can convert a tabbed document 
to a floating window, either by dragging a tab out from the tabbed Windows zone, or by 
using the contextuai menu. 
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Switching between Windows 

The lüO shortcut can be 
used to toggle between open window 
documents and use 
BBB to reverse the order. 

Dragging layers between tabs 

To drag layers between tabbed documents 
you need to use the move tool and drag 
from the document to the target tab. Wait 
a few seconds and then (very importantly) 
you have to drag down from the tab to the 
actual image area to complete the move. 


Managing document Windows 

Documents can also be tabbed into grouped document Windows 
by dragging one window document across to another (see Figure 
1.14). You can also manage the way multiple document Windows 
are displayed on the screen. Multiple window views are useful if 
you wish to compare different soft proof views before making a 
print (see Chapter 12 for more about soft proofing in Photoshop). 
With íloating Windows you can Choose Window O Arrange O 
Cascade to have all the document Windows Cascade down from 
the upper left corner of the screen, or choose Window o Arrange 
O Tile to have them appear tiled edge to edge. With document 
Windows (tabbed or otherwise) you can use the Document Layout 
menu to choose any of the ‘N-up’ options that are shown in Figure 
1.15. This document layout method offers a much greater degree of 
control and lets you choose from one of the many different layout 
options shown in Figure 1.15. 


W1BY7813.CR2 @ 33.3% (RGB/8*) 
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Figure 1.14 Floating Windows can be grouped as tabbed document Windows by 
dragging the title bar of a document across to another until you see a blue border (as 
shown above). You can also click on the title bar (circled in red) to drag a group of tabbed 
document Windows to the tabbed Windows zone. 
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Figure 1.15 This shows the ‘N-up’ display options for tabbed document Windows. 


Synchronized scroll and zoom 

In the Window o Arrange submenu (Figure 1.15), there are menu 
Controls that allow you to match the zoom, location (and rotation) 
for all document Windows, based on the current foreground image 
window. The Match Zoom command matches the zoom percentage 
based on the current selected image, while the Match Location 
command matches the scroll position. You can also synchronize the 
scrolling or magnification by depressing the fstíSÜ key as you scroll 
or zoom in and out of any window view. 

It is also possible to create a second window view of the 
image you are working on, where the open image is duplicated in 
a second window. For example, you can have one window with 
an image at a Fit to Screen view and the other zoomed in on a 
specific area. Any changes you make to the image can be viewed 
simultaneously in both Windows (see Figure 1.16). 
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Figure 1 -16 To open a second window view of a Photoshop document, choose Window 
o Arrange o New Window for (document name). Any edits that are applied to one 
document window are automatically updated in the second window preview. 


Image document window details 

The boxes in the bottom left corner of the image window display 
extra information about the image (see Figure 1.17). The left-most 
box displays the current zoom scale percentage for the document 
view. Here, you can type in a new percentage for any value you 
like from 0.2% to 1600% up to two decimal places and set this 
as the new viewing resolution. The Zoom status box also has a 
scrubby slider option. If you hold down the iü WBk key as you 
click inside the Zoom status box (see Figure 1.17 below) you 
can dynamically zoom in and out as you drag left or right, and 
at double the speed with the ^IMà key held down as well. The 
zoom tool Options bar also offers a scrubby zoom option, which I 
describe later on page 54. In the middle is a Work Group Server 
button that can be used to check in or check out a document that is 
being shared over a WebDAV server. 


55* 

-ff 


FrüFhoto RG6 (8bpcl 


I 


il 


Figure 1.17 The document status isshown in the bottom left corner of the document 
window. i“) ®-clicking inside the Zoom status box allows you to access the scrubby 
slider feature. 
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To the right of this is the status information box, which can be 
used to display information about the image. If you mouse down 
on the arrow to the right of this box, you will see a list of all the 
items you can choose to display here (see Figure 1.18). 

If you mouse down in the status information box, this displays 
the width and height dimensions of the image along with the 
number of channels and image resolution. If you hold down the 
l?Í key as you mouse down on the status information box, 
this will show the image tiling information. 




Document Profile 
Document Dimensions 
Measurement Scale 
Scratch Sizes 
Efficiency 
Timing 
Current Tool 
32-bát Exposure 
Save Progress 


Figure 1.18 This shows the window layout of a Photoshop document as it appears 
on the Macintosh. If you mouse down in the status information box, this displays the file 
size and resolution information. If you hold down f?§ @ key as you mouse down in 
the status information box, this displays the image tiling information. Lastly, if you mouse 
down on the arrow icon next to the status information box, you can select the type of 
information you wish to see displayed there (the Status items are described on the right). 


Adobe Drive (formerly Version Cue) 

Current Adobe Drive status. 

Document Sizes 

The first figure represents the file size of a 
flattened version of the image. The second 
shows the size if saved including all layers. 

Document Profile 

The color profile assigned to the document. 

Document Dimensions 

This displays the physical image dimensions, 
as would be shown in the Image Size dialog 
box. 

Measurement Scale 

Measurement units (extended version only). 

Scratch Sizes 

First figure shows amount of RAM memory 
used. Second figure shows total RAM memory 
availableto Photoshop aftertaking into 
account the system and application overhead. 

Efficiency 

This summarizes how efficiently Photoshop 
is working. Basically it provides a simplified 
report on the amount of scratch disk usage. 

Timing 

Displays the time taken to accomplish a 
Photoshop step or the accumulated timing of a 
series of steps. Every time you change tools or 
execute a new operation, the timer resets itself. 

Current Tool 

This displays the name of the tool you 
currently have selected. This is a useful aide- 
mémoirefor userswho like to workwith most 
of the paneis hidden. 

32-bit Exposure 

This Exposure slider control is only available 
when viewing 32-bit mode images. 

Save Progress 

Shows the current background save status. 
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Title bar proxy icons (Mac only) 

Macintosh users will see a proxy image icon in the title bar of 
any floating Windows. The proxy icon appears dimmed when the 
document is in an unsaved State and is reliant on there being a 
preview icon saved with the image. For example, many JPEGs will 
not have an icon until they have been resaved as something else. If 
you hold down the 13 or Qjy key and mouse down on the proxy 
icon in the title bar you will see a directory path list like the one 
shown in Figure 1.18. You can then use this to navigate and select a 
folder location from the directory path and open it in the Finder. 

Info panei status Information 

The status information box can only show a single item at a time. 
However, if you open the Info panei options shown below in 
Figure 1.19, you can check any or all of the Status Information 
items shown here so that the items that are ticked appear in the 
middle section of the Info panei. In addition to this, you can 
choose to enable ‘Show Tool Hints’. These appear at the bottom of 
the Info panei and will change according to any modifier keys you 
have held down at the time, to indicate any extra available options. 



Info Panei Options 



Figure 1.19 If you goto the Info panei options menu (circled) and choose Panei 
Options... this opens the Info Panei Options dialog. Here, you can choose which Status 
items you would like to see displayed in the Status Information section of the Info panei. 
The above Info panei screen shot shows all the Status Information items along with the 
Show Tool Hints info display. 
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Rulers, Guides & Grid 

Guides can be added at any time to an image document (providing 
the Rulers are displayed) and flexibly positioned anywhere in the 
image area (see Figure 1.20). To add a new guide, you just need 
to mouse down on the ruler bar and drag a new guide out and then 
release the mouse to drop the guide in place. Once positioned, 
guides can be used for the precise positioning and alignment of 
image elements. If you are not happy with the placement of a 
guide, you can select the move tool and drag the guide into the 
exact required position. But once positioned, it is sometimes 
a good idea to lock all guides (View o Lock Guides) to avoid 
accidentally moving them again. You can also place a guide using 
View o New Guide... and in the New Guide dialog (Figure 1.21) 
enter an exact position for either the horizontal or vertical axis. 
The Grid (which is shown over the page in Figure 1.22) provides 
a means for aligning image elements to a horizontal and vertical 
axis (to alter the grid spacing, open the Photoshop preferences and 
select Guides & Grid). 


View menu options 

The View Extras items can also be selected 
via the View menu. Toturn ruler visibility 
on or off, choose View o Rulers (1313 
200) and use the View o Show 
submenu to toggle the visibility of the 
Guides íiTiH 2ZD 0 ). or Grid íiTiO 
SSCB). If a tick mark appears next to an 
item in the View o Show menu, it means it 
is switched on. Select the item in the menu 
again and release the mouse to switch it off. 

Altering the Ruler units 

If the ruler units need altering, just 
right mouse-click on one of the rulers and 
select a new unit of measurement. If the 
rulers are visible but the guides are hidden, 
dragging out a new guide will make all the 
other hidden guides reappear again. 



Figure 1.20 This shows an image 
displaying the rulers and guides. To place a 
new guide first choose View o Rulers. You 
can then drag from either the horizontal or 
vertical ru ler to place a new guide. If you hold 
down the key as you drag, this makes 
the guide snap to a ruler tick mark (providing 
View o Snap is checked). If you hold down 
the Q HI key as you drag this allows 
you to switch dragging a horizontal guide 
to dragging it as a vertical (and vice versa). 
Lastly, you can use iüfil Q(3 to toggle 
hiding/showing all extras items, like Guides. 


New Cuide 


Orientation - 

O Horizontal 
©Vertical 


l °* ) 

f Cancel ^ 


Position: | D cm 


Figure 1.21 The New Guide dialog. 
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Figure 1.22 The Grid view can be enabled 
by choosing View o Show o Grid. When 
the Grid view is switched on it can be used 
to help align objects to the horizontal and 
vertical axis. 



Figure 1.23 The Pixel Grid view can be 
enabled by going to the View o Show menu 
and selecting ‘Pixel Grid’. When checked, 
Photoshop displays the pixels in a grid 
whenever an image is inspected at a 500% 
magnification orgreater. 



‘Srtap to’ behavior 

The Snap option in the View menu allows you to toggle the ‘snap 
to’ behavior for the Guides, Grid, Slices, Document bounds and 
Layer bounds. The shortcut for toggling the ‘snap to’ behavior is 
Í9BM H When the ‘snap to’ behavior is active 
and you reposition an image, type or shape layer, or use a crop 
or marquee selection tool, these will snap to one or more of the 
above. It is also the case that when ‘snap to’ is active, and new 
guides are added with the QQg key held down, a guide will snap 
to the nearest tick mark on the ruler, or if the Grid is active, to 
the closest grid line. Objects on layers will snap to position when 
placed within close proximity of a guide edge. The reverse is also 
true: when dragging a guide, it will snap to the edge of an object 
on a layer at the point where the opacity is greater than 50%. Also 
note that when Smart Guides are switched on in the View o Show 
menu, these can help you align layers as you drag them with the 
move tool (see page 124 for more details). 


Pixel Grid view 

The Pixel Grid view described in Figure 1.23 can only be enabled if 
you have OpenGL enabled and the Pixel Grid option selected in the 
View menu. It is useful when editing things like screen shots and 
can, for example, aid the precise placement of the crop tool. 
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The Photoshop paneis 

The default workspace layout settings place the paneis in a docked 
layout where they are grouped into column zone areas on the 
right. However, the paneis can also be placed anywhere on the 
desktop and repositioned by mousing down on the panei title bar 
(or panei icon) and dragging them to a new location. A double- 
click on the panei tab (circled red in Figure 1.24) compacts the 
panei upwards and double-clicking on the panei tab unfurls the 
panei again. A double-click on the gray panei header bar (circled 
blue in Figure 1.24) collapses the panei into the compact icon view 
mode and double-clicking on the same panei header expands the 
panei again. Some paneis, such as the Layers panei can be resized 
horizontally and vertically by dragging the bottom right corner 
tab, or by hovering the cursor over the left, right or bottom edge 
and dragging. Others, such as the Info panei are of a fixed height, 
where you can only adjust the width of the panei by dragging the 
side edges or the corner tab. 

Paneis can be organized into groups by mousing down on a 
panei tab and dragging it across to another panei (see Figure 1.25). 
When paneis are grouped in this way they TI look a bit like folders 
in a filing cabinet. Just click on a tab to bring that panei to the front 
of the group and to separate a panei from a group, mouse down on 
the panei tab and drag it outside the panei group again. 



Layers | 



Figure 1.24 Photoshop paneis can be 
collapsed with a double-click in the empty 
panei tab area (circled in red), while a double- 
click on the panei header (circled in blue) 
shrinks the panei to the compact panei size 
shown here. 




Figure 1.25 To group paneis together, mouse down anywhere on the panei header and 
with the mouse held down, drag the tab across to another panei, or group of paneis (a blue 
surround appears when you are within the dropping zone) and release the mouse once it is 
inside the other paneis. To remove a panei from a group, mouse down on the panei tab and 
drag it outside the panei group. 
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Figure 1-26 Asyou reposition a panei and 
prepare to dock it inside or to the edges of the 
other paneis, a thick blue line indicates that, 
when you release the mouse, this is where the 
panei will attach itself. 


► Acttons 


History 
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Color 
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Figure 1.27 When paneis are docked you 
can adjust the width of the paneis by dragging 
anywhere along the side edge of the paneis. 


Panei arrangements and docking 

The default ‘Essentials’ workspace arranges the paneis using 
the panei layout shown in Figure 1.2 (seen at the beginning of 
this chapter), but there are quite a few other different workspace 
settings you can choose from. It is also easy to create custom 
workspace settings by arranging the paneis to suit your own 
preferred way of working and save these as a new setting. Paneis 
can be docked together by dragging a panei to the bottom or side 
edge of another panei. In Figure 1.26 you can see how a thick blue 
line will appear as a panei is made to hover close to the edge of 
another panei. Release the mouse at this point and the panei will 
become docked to the side, or to the bottom of the other paneis. 

When paneis are compressed (as shown in the middle and 
bottom examples in Figure 1.24), you can drag on either side of the 
panei to adjust the paneTs width. At the most compact size, only 
the paneTs icon is displayed, but as you increase the width of a 
panei (or column of paneis), the panei contents expand and you TI 
get to see the names of the paneis appear alongside their icons (see 
Figure 1.27). 

Just remember if you can’t find a particular panei, then it 
may well be hidden. If this happens, go to the Window menu, 
select the panei name from the menu and it will reappear again 
on the screen. It is worth remembering that the (£ZsJ key shortcut 
(also indicated as on some keyboards) can be used to toggle 
hiding and showing all the paneis, while (£23(220? toggles hiding/ 
showing all the currently visible paneis except for the Tools panei 
and Options bar. These are useful shortcuts to bear in mind. So, 
if you are working in Photoshop and all your paneis seem to have 
disappeared, just try pressing wma and theyTl soon be made visible 
again. 

In the Figure 1.28 example, the tabbed image documents fill 
the horizontal space between the Tools panei on the left and the 
three panei columns on the right. I have also shown here how 
you can mouse down on the column edge to adjust the column 
width (see the double arrow icon thaTs circled in red). Photoshop 
paneis can be grouped into as many columns as you like within 
the application window, or positioned separately outside the 
application window, such as on a separate monitor (see ‘Working 
with a dual display setup on page 26). 


20 
































Chapter 1 


Photoshop Fundamentais 




Figure 1.28 This shows a multi column workspace layout with some of the paneis 
grouped in a docked, compact icon layout, outside the main application window. Note that 
the application trame is always topmost and can sometimes obscure any floating paneis. 


Panei positions remembered in workspaces 

In the past it was always necessary to resave the workspace setting 
after you had made any refinements to the layout of the paneis. 
Photoshop is now able to remember panei positions after switching 
workspaces. When you select a workspace and modify the layout 
of the paneis, the new layout position is remembered when you 
next choose to use that particular workspace. 


Closing paneis 

To close a panei, click on the close button 
in the top right corner (or choose ‘Close’ 
from the panei options fly-out menu). 
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Help menu searches 

Here is an interesting tip for Mac users 
who are running Mac OS X 10.6 or later. 
If you go to the Photoshop Help menu 
and start typing the first few letters for 
a particular menu command, the Help 
menu lists all the available menu options. 
Now roll the mouse over a search result: 
Photoshop locates the menu item for you 
and points to it with an arrow. 


Photoshop JSH Image La yer Type Select 


New... 

3CN 

Open... 

XO 

Browse in Bridge... 

\xo 

Browse in Mini Bridge... 

Open as Smart Object... 


Open Recent 

► 

Close 

xw 

Close All 

\xw 

Close and Co to Bridge... 

ÚXW 

Save 

xs 

Save As... 

oxs 

Save for Web... 

xoxs 

Revert 

m 

Place... 


Impoft 

► 

Export 

► 

Automate 

► 

Scripts 

► 


File Info... 

XOXI 


Pnnt... 

XP 

Print One Copy 

XOXP 


Figure 1.29 This shows the ‘New in CS6’ 
menu setting in use, which color codes 
in blue all the menu itemsthat are newto 
Photoshop CS6. 


Customizing the menu options 

As the number of features in Photoshop has grown over the years, 
the menu choices have become quite overwhelming and this is 
especially true if you are new to Photoshop. However, if you go 
to the Edit menu and choose Menus..., this opens the Keyboard 
Shortcuts and Menus dialog shown in Figure 1.30, where you can 
customize the menu options and decide which menu items should 
remain visible. This Customize menu feature is like a ‘make 
simpler’ command. You can hide those menu options you never use 
and apply color codings to the menu items you use most (so that 
they appear more prominent). The philosophy behind this feature 
is: ‘everything you do want with nothing you don’t\ For example, 
if you select the ‘New in CS6’ workspace (Figure 1.29), this 
applies a custom menu setting in which all the new Photoshop CS6 
menu items are color coded blue. You can also edit and create your 
own menu settings, but note that if you set up the Menu options so 
that specific items are hidden from view, a ‘Show All Menu Items’ 
command will appear at the bottom of the menu list. You can select 
this menu item to restore the menu so that it shows the full list of 
menu options again. 


I F* . Knvbofd Shortcua tná tem 




QK 

Set hewinCSfi 

Tl 4 4 • 

Cantei 


Menu For: ' Appdlcappn Menui _ 



Hidden Meau Hem»: 

To hkde menu Items. diçk cn The Vislhlllty bunon. 

21 Show All Menu Hem* ml! br appendtd CO lhe boCCom of a menu thal COnTalni Mdden items. 

]] To tempourily see hidden menu Items. dlck on Show All Menu liems ar X * dlck on the menu. 

CalorMenu Items: 

1} To i dd color co a menu dem, tlick m ük Color column. 

2] Ta turn oFf menu colors, go to lhe General Preferente penei and uncheck Show Menu CoUors. 


Figure 1.30 The Keyboard Shortcuts and Menus dialog. 
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Customizing the keyboard shortcuts 

While you are in the Keyboard Shortcuts and Menus dialog, you 
can click on the Keyboard Shortcuts tab to reveal the keyboard 
shortcut options shown below in Figure 1.31 (or you can go to 
the Edit menu and choose Keyboard Shortcuts..In this dialog 
you first select which kinds of shortcuts you want to create, i.e. 
Application Menus, Panei Menus or Tools. You can then navigate 
the menu list, click in the Shortcut column next to a particular 
menu item and hold down the combination of keys you wish to 
assign as a shortcut for that particular tool or menu item. Now 
the thing to be aware of here is that Photoshop has already used 
up nearly every key combination there is, so you are likely to be 
faced with the choice of reassigning an existing shortcut, or using 
multiple modifier keys such as: iüCTM or plus a 

letter or Function key, when creating new shortcuts. 



Creating workspace shortcuts 

lf you scroll down to the Window section 
in the Keyboard Shortcuts for Application 
Menus, you will see a list of all the 
currently saved Workspace presets. You 
can then assign keyboard shortcuts for 
yourfavorite workspaces. This will allow 
you to jump quickly from one workspace 
setting to another by using an assigned 
keyboard shortcut. 


Figure 1-31 The Keyboard Shortcuts and Menus dialog showing the keyboard shortcut 
options for the Photoshop Application Menus commands. 
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Figure 1.32 The Save Workspace menu in 
Photoshop can be used to save custom panei 
workspace setups. These can be recailed by 
revisiting the menu and highlighting the work¬ 
space name. To remove a workspace, choose 
Delete Workspace... from the menu. 


Task-based workspaces 

You can use workspaces to access alternative panei layouts, 
tailored for different types of Photoshop work. You can also save 
a current panei arrangement as a new custom workspace via the 
Options bar Workspace list menu or by going to the Window 
menu and choosing Workspace o New Workspace... This opens 
the dialog box shown in Figure 1.32, which asks you to select the 
items you would like to have included as part of the workspace (the 
workspace settings can also include specific keyboard shortcuts 
and menu settings). The saved workspace will then appear added 
to the Options bar Workspace list (see Figure 1.33). Here, you will 
also be able to choose ‘Reset Workspace’, to restore the workspace 
settings (this can be particularly useful after altering the Computer 
screen resolution). 



Figure 1.33 The Workspace list settings can be accessed via the Application bar 
menu (shown here), or via the Window o Workspace submenu. Workspace settings are 
automatically updated as you modifythem. However, to reset a workspace backto the 
default setting, you can do so via the Workspace list menu (circled above). 
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One of the big recent improvements has been to force all 
workspace settings to include panei locations and have them 
update as you modify the layout you are working in. This means 
if you select a workspace and fine-tune the panei layout or other 
settings, these tweaks are automatically updated. When you 
switch to another workspace and back to the original, the updated 
settings are remembered (although you do have the option of 
reverting to the original saved setting). As you can see in Figure 
1.32, saving keyboard shortcuts and menus is optional and the way 
things stand now, if you choose not to include these settings as part 
of the workspace, the menu and keyboard shortcuts used in the 
last selected workspace remain sticky. Lefs say you save a custom 
workspace that excludes saving menus and shortcuts. If you switch 
to a workspace setting that makes use of specific menus or keyboard 
shortcuts and switch back again you can add these menu and 
shortcuts settings to the current workspace setting (until you reset). 


Saved workspaces location 

Custom and modified workspaces 
are saved to the following locations: 

User folder/Library/Preferences/ 

Adobe Photoshop CS6 Settings/ (Mac), 
userfolder\AppData\Roaming\Adobe\Adobe 
Photoshop CS6\Adobe Photoshop CS6 
Settings\ (Windows). 



Figure 1.34 Here is an example of the Photography workspace in use. 
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Working with a dual display setup 

If you have a second Computer display, you can arrange things so 
that all paneis are placed on the second display, leaving the main 
screen clear to display the image document you are working on. 
Figure 1.35 shows a screen shot of a Dual display panei layout 
workspace that I use with my Computer setup. In this example I 
have ensured that only the paneis I use regularly are visible. The 
important thing to remember here is to save a custom panei layout 
like this as a workspace setting so that you can easily revert to it 
when switching between other workspace settings. 
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Adobe™ Configurator 3 application 

Adobe Configurator 3 is an Adobe AIR™ application that can be 
used to create custom Extension paneis that contain all your most- 
used tools and favorite menu commands - it’s a perfect solution 
for those who wish Photoshop could be made less complicated. 
Basically, you can use the Configurator interface thafis shown 
below in Figure 1.36 to drag and drop various tools and menu 
commands to the workspace area. Once you are happy with 
the layout you can choose File o Export to save this as a new 
Photoshop panei. To load the exported panei, relaunch Photoshop, 
go to the Window O Extensions submenu in Photoshop and select 
the new panei from the menu list. Configurator 3 provides built- 
in support for localized languages, it can include HTML links 
and includes Container objects that can help you to create more 
efficient and professional-looking paneis. 


Accessing Adobe Configurator 

The Adobe Configurator program is 
available from the following uri: http:// 
labs.adobe.com/downloads/configurator. 
html. The latest version lets you add some 
Photoshop CS6 specific commands. To 
install, go to the Applications/Programs 
folder and place the exported panei in the 
Adobe Photoshop CS6/Plug-ins/Panels/ 
Custom paneis folder. 
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Figure 1.36 This shows on the left the Adobe Configurator 3 interface and on the right, 
whatthe exported extension panei looked like when itwas opened in Photoshop. 
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Figure 1 -37 On the left you can see the 
default single column panei view. However, 
you can click on the double arrow (circled) to 
toggle between this and the double column 
view shown on the right. Where tools are 
marked with a triangle in the bottom right 
corner, you can mouse down on the tool to see 
the othertools that are nested in that particular 
group. 


Photoshop CS6 Tools panei 

The Tools panei, shown in Figure 1.38, contains 65 separate tools. 
Clicking any tool automatically displays the tool Options bar (if 
it is currently hidden) from where you can manage the individual 
tool settings (see page 30). Many of the tools in the Tools 
panei have a triangle in the bottom right comer of the tool icon, 
indicating there are extra tools nested in this tool group. You can 
mouse down on a featured tool, select any of the other tools in this 
list and make that the selected tool for the group (see Figure 1.37). 

You will notice that most of the tools (or sets of tools) have 
single-letter keystrokes associated with them. These are displayed 
whenever you mouse down to reveal the nested tools or hover with 
the cursor to reveal the tool tip info (providing the ‘Show Tool 
Tips’ option is switched on in the Photoshop Interface preferences). 
You can therefore use these key shortcuts to quickly select a tool 
without having to go via the Tools panei. For example, pressing (9 
on the keyboard selects the move tool and pressing Q will select 
one of the healing brush group of tools (whichever is currently 
selected in the Tools panei). Photoshop also features spring-loaded 
tool selection behavior. If instead of clicking you hold down the 
key and keep it held down, you can temporarily switch to using the 
tool thafs associated with that particular keystroke. Release the 
key and Photoshop reverts to working with the previously selected 
tool again. 

Where more than one tool shares the same keyboard shortcut, 
you can cycle through the other tools by holding down the gffZZZJ 
key as you press the keyboard shortcut. If on the other hand you 
prefer to restore the old behavior whereby repeated pressing of 
the key would cycle through the tool selection options, go to the 
Photoshop menu, select Preferences o General and deselect the 
‘Use Shift Key for Tool Switch’ option. Personally, I prefer using 
the Shift key method. You can also ^9 ^0-click a tool icon in the 
Tools panei to cycle through the grouped tools. 

There are specific situations when Photoshop will not allow you 
to use certain tools and displays a prohibit sign (0). For example, 
you might be editing an image in 32-bit mode where only certain 
tools can be used when editing a 32-bit image. Clicking once in the 
image document window will call up a dialog explaining the exact 
reason why you cannot access or use a particular tool. 
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- Move tool (V) 

Marquee Selection tools (M) 

- Lasso tools (L) 

- Quick Selection/Magic Wand tools (W) 

WTsWi - ■ Crop/Perspective Crop/Slice/Slice Select tools (C) 

M IllLlJ ||~ I=pl 13 Eyedropper/3D Material Eyedropper/Color sampler/Ruler/Note/Count* tools (I) 

— Spot Healing brush/Healing brush/Patch/Content-Aware/Red Eye tools (J) 
Brush/Pencil/Color Replacement/Mixer Brush tools (B) 

Clone Stamp/Pattern Stamp tools (S) 

— History/Art History brush (Y) 

— Eraser/Background/Magic Eraser tools (E) 

— Gradient/Paint Bucket/3D Material Drop tools (G) 

— Blur/Sharpen/Smudge tools 
— Dodge/Burn/Sponge (0) 

— Pen Path tools (P) 

— Type/Type Mask tools (T) 

Path Selection/Direct Selection tools (A) 
õjõjõize Shape tools (U) 

— Hand tool (H)/Rotate Viewtool (R) 

— Zoom tool (Z) 

— Exchange Foreground/Background colors (X) 

Background color 

— Standard Display/Quickmask Display mode (Q) 

— Screen Mode Switcher (F) 


UE 




WMME 


•i | - l-v 


Figure 1.38 This shows the Tools panei with the keystroke shortcuts shown in brackets. 
*Note that the count tool is only available in the extended version of Photoshop. 
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Hovering tool tips 

In orderto help familiarize yourself with 
the Photoshop tools and panei functions, 
a Help dialog box normally appears after a 
few seconds whenever you leave a cursor 
hovering over any one of the Photoshop 
buttons or tool icons. Note that this is 
dependent on having the ‘Show Tool Tips’ 
option checked in the Interface preferences. 


Options bar 

The Options bar (Figure 1.39) normally appears at the top of 
the screen, just below the Photoshop menu, and you will soon 
appreciate the ease with which you can use it to make changes 
to any of the tool options. However, it can be removed from its 
Standard location and placed any where on the screen by dragging 
the gripper bar on the left edge (circled in Figure 1.39). 

The Options bar contents will vary according to which tool 
you have currently selected and you TI see several examples of the 
different Options bar layouts in the rest of this chapter (a complete 
list of the Options bar views can be seen in the Help Guide for 
Photoshop tools on the book website). Quite often you will see tick 
(£) and cancel fl) buttons on the right-hand side of the Options 
bar and these are there so that you can OK or cancel a tool that is 
in a modal State. For example, if you were using the crop tool to 
define a crop boundary, you could use these buttons to accept or 
cancel the crop, although you may find it easier to use the 
key to OK and the key to cancel such tool operations. Also, 
as I mentioned earlier on page 20, you can use the (SfgUllgd 
shortcut to toggle hiding the paneis only and keeping just the Tools 
panei and Options bar visible. 


Tool Presets 

Many of the Photoshop tools offer a wide range of tool options. 
And, as you adjust the Options bar settings, such as the Opacity, 
you can right mouse down on the tool icon in the Options bar 
and choose ‘Reset TooT or ‘Reset All Tools’ from the contextuai 


r\WL Photoshop File Edí[ (mage 

Uyer Type Select Füler IO 

View Window Help 

^ 4 Tue 1.7:27 Q 


Q Sifafehien Wew: , fcv 

Ti - : | 0 Petet* Cropped ftxeli 



Figure 1 -39 The Options bar, which is shown here docked to the main menu. 


J ‘^'~ 1 ^ Mode: ' w<Hrinal ~ 



O Currení Too) Only 


7] OíMüiy. 110Cre| - | Frow.[ 


| Hiotaqraphy 


Figure 1 -40 Here is a view of the Options bar, where I had moused down on the arrow 
nextto the Brush tool icon (circled) to reveal the Tool Presets menu. 
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menu. This will reset the Options bar to the default settings. In 
order to manage the tool settings effectively, the Tool Presets panei 
can be used to store multiple saved tool settings, which can then 
also be accessed via the Options bar (Figure 1.40), or the Tool 
Presets panei (Figure 1.41). 

With Tool Presets you can access any number of tool options 
very quickly and this can save you the bother of having to 
reconfigure the Options bar settings each time you choose a new 
tool. For example, you might find it useful to save crop tool presets 
for all the different image dimensions and pixel resolutions you 
typically use. Likewise, you might like to store pre-configured 
brush preset settings, rather than have to keep adjusting the brush 
shape and attributes. To save a new tool preset, click on the New 
Preset button at the bottom of the Tool Presets panei and to remove 
a preset, click on the Delete button next to it. 

If you mouse down on the Tool Presets options button (circled 
in Figure 1.41), you can use the menu shown in Figure 1.42 to 
manage the various tools presets. In Figure 1.41 the Current Tool 
Only option (at the bottom) was deselected which meant that all 
the tool presets could be accessed at once. This can be useful, 
because clicking on a preset simultaneously selects the tool and 
the preset at the same time. Most people though will find the Tool 
Presets panei is easier to manage when the ‘Current Tool Only’ 
option is checked. 

You can use the Tool Presets panei to save or load pre-saved 
tool preset settings. For example, if you create a set of custom 
presets, you can share these with other Photoshop users by 
choosing Save Tool Presets... This creates a saved set of settings 
for a particular tool. Another thing that may not be immediately 
apparent is the fact that you can also use tool presets to save type 
tool settings. This again can be useful, because you can save the 
font type, font size, type attributes and font color settings all within 
a single tool preset. This feature can be really handy if you are 
working on a Web or book design project. 

One important thing to bear in mind here is that since there has 
been a recent major update to the Photoshop painting engine, any 
painting tool presets that are created in Photoshop CS5 or CS6 will 
not be backward compatible with earlier versions of the program. 
Similarly, you won’t be able to import and use any painting tool 
presets that were created in earlier versions of Photoshop either. 


Tool Presets | 

Healing Brush 21 pixels 
Magnetic Lasso 24 pixels 
Crop 4 inch x 6 inch 300 ppi 
Iq. Crop 5 inch x 3 inch 300 ppi 
Í4> Crop 5 inch x 4 inch 300 ppi 
t). Crop 5 inch x 7 inch 300 ppi 
1). Crop 8 inch x 10 inch 300 ppi 
<2* Fill with Bubbles Pattern 
& Peanut Dash 
T Horizontal Type Tool Myriad Pro Regular 2 
IT Vertical Type Tool Myriad Pro Regular 24 p 
I I Stamp Edge 

I I Stippled Tile with Red Squares 
O Coupon with Halftone Fill 
O Computer Eye 
O S Point White Star 
O Red Dwarf 
D Current Tool Only 

New Preset Delete 
button button 

Figure 1-41 The Tool Presets panei. 

New Tool Preset... 




^ Sort By Tool 
j Show All Tool PrcMts 


Current Tool Preset 


Text On hf 
v Smtll Lut 
Large List 

Retet Tool 
Reset All Tool* 

Preset Manoger*. 

Reset Tool Presets... 

Loíd Tool Presets... 

Save Tool Presets... 

Roplate Tool Presets... 

Art History 
Srushei 

Crop and Marquee 
□P Presets 
M Tool Presets 
Mixer Brush Tool 
Splatter Brush Tool Presets 
Texl 

Ctott 

ClOse Tab Group 

Figure 1.42 The Tool Presets options. 
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í-j Rectangular marqueetool (M) 

1 O 1 Elliptical marqueetool (M) 

I m 1 Single row marquee tool 
1 5 1 Single column marquee tool 
\£l Lasso tool (L) 

Freeform lasso tool (L) 
Magnetic lasso tool (L) 
Quickselectiontool (W) 
Magicwandtool (W) 

The Paste Special menu commands 

The standard Paste command pastes the 
copied pixels as a new layer centered in 
the image. The Paste Special submenu 
offers three options. The Paste In Place 
command ( iSM itt 
pastes the pixels that have been copied 
from a layer to create a new layer with 
the pixels in the exact same location. 

If the pixels have been copied from a 
separate document, it pastes the pixels 
into the same relative location as they 
occupied in the source image. Paste Into 

I3Q9Q QZ3Q9SZ23Q 

pastes the clipboard contents inside a 
selection, while Paste Outside pastes the 
clipboard contents outside a selection. 




Would ycu llti 10 Uí< Çmd-Ii TO hidt PJlOMSllOí 
<M±c -standard*, or io HkWíImjw stltciions, guidea. 
etic. Photoshop íriditreiulj? 


( Onctl í K.dK PlKIOihOQ j ( Kd* fcttfttf ) 


Figure 1 -43 The first time you use the 
Macintosh (JZ1G) keyboard shortcut, this 
pops a dialog asking you to select the desired 
default behavior. 


Selection tools 

The Photoshop selection tools are mainly used to define a specific 
area of the image that you wish to modify, or have copied. The 
use of the selection tools in Photoshop is therefore just like 
highlighting text in a word processor program in preparation to 
do something with the selected content. In the case of Photoshop, 
you might want to make a selection to define a specific area of 
the image, so that when you apply an image adjustment or a fill, 
only the selected area is modified. Alternatively, you might use a 
selection to define an area you wish to copy and paste, or define 
an area of an image that you want to copy across to another image 
document as a new layer. The usual editing conventions apply 
and mistakes can be undone using the Edit O Undo command 
(El@ 8E&. k or by selecting a previous history State via the 
History panei. The @0 HG) keyboard shortcut can be used 
to hide an active selection, but note that on a Macintosh, the first 
time you use the filiffl keyboard shortcut, this opens the dialog 
shown in Figure 1.43, where you will be asked to select the desired 
default behavior: do you want this shortcut to hide the Photoshop 
application, or hide all extras? 

The marquee selection tool options include the rectangular, 
elliptical and single row/single column selection tools. In Figure 
1.44 I have shown the elliptical marquee tool in use and below 
that in Figure 1.45, an example of how you can use the rectangular 
marquee tool. The lasso tool can be used to draw freehand 
selection outlines and has two other modes: the polygon lasso tool, 
which can draw both straight line and freehand selections plus the 
magnetic lasso tool, which is like an automatic freehand lasso tool 
that is able to auto-detect the edge you are trying to trace. 

The quick selection tool is a bit like the magic wand tool as 
it can be used to make selections based on pixel color values; 
however the quick selection tool is a little more sophisticated than 
the Standard magic wand and hence it has been made the default 
tool in this particular tool group. As you read through the book 
you TI see a couple of examples where the quick selection tool 
can be used to make quite accurate selections based on color and 
how these can then be modified more precisely using the Refine 
Edge command. For full descriptions of these and other tools 
mentioned here don’t forget to check out the Photoshop CS6 for 
Photographers Help Guide on the website. 
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Figure 1.44 A selection can be used to define a specific area of an image that you wish 
to work on. In this example, I made an elliptical marquee selection of the cup and saucer 
and followed this with an image adjustmentto make the colors warmer. 



Figure 1.45 In this example I used the rectangular marquee tool to make a marquee 
selection of the door. I then applied a Hue/Saturation adjustment to modify the colors within 
the selection area. 
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Color Range tip 

A Color Range selection tool can only be 
used to make discontiguous selections. 
However, it is possible to make a selection 
first of the area you wish to focus on and 
then choose Color Range to make a color 
range selection within the selection area. 

Out-of-gamut selections 

Among other things, you can use the Color 
Range command to make a selection based 
on out-of-gamut colors. This means you 
can use Color Range to make a selection of 
all the ‘illegal’ RGB colors thatfall outside 
the CMYK gamut and apply corrections 
to these pixels only. To be honest, while 
Color Range allows you to do this, I don’t 
recommend using Photoshop’s out-of- 
gamut indicators to modify colors in this 
way. Instead, I suggestyou follow the 
instructions on soft proofing in Chapter 12. 

Skin tone and faces selections 

There is now a Skin Tones option 
available in the Selector menu. You 
can use this to specifically select skin 
tone colors in an image. There is also a 
separate ‘Detect Faces’ checkbox (which 
is available when the Localized Color 
Clusters checkbox is activated). When 
Detect Faces is enabled it uses a face 
detection algorithm to automatically look 
for and select faces in a photo. It appears 
to be effective with all different types of 
skin colors. Checking the Detect Faces 
option in conjunction with a Skin Tones 
selection can often really help narrow 
down a selection to select faces only. 


Color Range 

In the Photoshop Select menu you will see an item called ‘Color 
Range’, which is a color-based selection tool (Figure 1.46). While 
the quick selection and magic wand tools create selections based 
on luminosity, Color Range can be used to create selections 
that are based on similar color values. Some important new 
functionality was added to Color Range in Photoshop CS4, which 
has since turned this into a very powerful selection making tool. 

To create a Color Range selection, go to the Select menu, 
choose Color Range... and click on the target color anywhere in 
the image window (or Color Range preview area) to define the 
initial selection. To add colors to this selection, select the Add to 
Sample eyedropper and keep clicking to expand the selection area. 
To subtract from a selection, click on the Subtract from Sample 
eyedropper and click in the image to select the colors you want 
to remove from the selection. You can then adjust the Fuzziness 
slider to adjust the tolerance of the selection, which increases or 
decreases the number of pixels that are selected based on how 
similar the pixels are in color to the already sampled pixels. 

If the Localized Color Clusters box is checked, Color Range 
can process and merge data from multiple clusters of color 
samples. As you switch between ‘sampling colors to add to a 
selection’ and ‘selecting colors to remove’, Photoshop calculates 
these clusters of color samples within a three-dimensional color 
space. As you add and subtract colors Photoshop can produce 
a much more accurate color range selection mask based on the 
color sampled data. When Localized Color Clusters is checked the 
Range slider lets you determine which pixels are to be included 
based on how far or near a color is from the sample points that are 
included in the selection. 

The selection preview options for the document window can 
be set to None (the default), Grayscale, a Matte color such as the 
White Matte example shown in Figure 1.47, or as a Quick Mask. 
Overall I find that Grayscale is a really useful preview mode if you 
want to get a nice large view in the document window of what the 
Color Range selection will look like and this is especially useful if 
you find the small Color Range dialog preview too small to judge 
from. This is just a brief introduction to working with Color Range 
and you TI find a further example coming up later in Chapter 9 (see 
page 516). 
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Fuzzinessslider 



Range slider 


4 4 4 
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Figure 1.46 This shows the Color Range dialog with expanded menus that show the full 
range of options for the Color Range selection dialog. 



Figure 1.47 This shows a before image (left), Color Range White Matte preview 
(middle) and a color adjusted image (right) made using a Color Range selection. 
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Figure 1 -48 These composite screen shots 
show Quick Mask views of selections created 
by dragging out from the center with M 
held down (top), with Q Q9 held down 
(middle) and S2DÉO (bottom). 


Modifier keys 

Macintosh and Windows keyboards have slightly different key 
arrangements, hence the reason for me including double sets 
of instructions throughout the book, where the lü key on the 
Macintosh is equivalent to the key on a Windows keyboard 
and the Macintosh Kl key is equivalent to the ^ key in 
Windows. Although on most Macintosh keyboards you TI find the 
Option key is labeled ‘Alt’ anyway (see Figure 1.49). 

Windows users (and Mac users using a ‘mighty mouse’, or 
equivalent mouse) can use the right mouse button to access the 
contextuai menus (Mac users can also use the key to access 
these menus) and, finally, the EjJUi key which is the same on both 
Mac and PC Computers. 

These keys are commonly referred to as ‘modifier’ keys, 
because they can modify tool behaviors. In Figure 1.48 you can 
see how if you hold down the EBUi when drawing an elliptical 
marquee selection this constrains the selection to a circle. If you 
hold down ^9 when drawing a marquee selection it centers 
the selection around the point where you first clicked on the image. 
If you hold down QPKf EHUilãUÊ when drawing an elliptical 
marquee selection, this constrains the selection to a circle and 
centers the selection around the point where you first clicked. The 
Spacebar is a modifier key too in that it allows you to reposition a 
selection midstream. 


1 jJ üJ jlJ jlJ zJ jlJ 9 

jhj mn 


gjTab key —— 

! olTllTll R 1 T 1711 U 1 1 

0 1 p J 1 J j J ^ 
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J^J sj oj fJ k 

kJLLJJ 


key ^ 

7 z X C y B N M 

.1.1/1* : 

n 

Ü3 key - I 

^1*1»] I 

I * «| ! cg-m 



Q fQ key ü§ key Spacebar 


Figure 1.49 This shows the modifier keys (shaded in orange), showing both the 
Macintosh and Windows equivalent key names. The other keys commonly used in 
Photoshop are the Tab and Tilde keys, shown here shaded in blue. 
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After you have created an initial selection the modifier keys 
will behave differently. In Figure 1.50 you can see how if you hold 
down the H key as you drag with the marquee or lasso tool, this 
adds to the selection (holding down the fstíSíi key and clicking with 
the magic wand tool also adds to an existing selection). If you hold 
down the WBk key as you drag with the marquee or lasso tool, 
this subtracts from an existing selection (as does holding down 
the Q 00 key and clicking with the magic wand tool). And the 
combination of holding down the keys together 

whilst dragging with a selection tool (or clicking with the magic 
wand) will create an intersection of the two selections. As well as 
using the above shortcuts, you will find there are also equivalent 
selection mode options in the Options bar for the marque and lasso 
selection tools (see Figure 1.51). 

Modifier keys can also be used to modify the options that are 
available elsewhere in Photoshop. For example, if you hold down 
the Q 0§ key as you click on, say, the marquee tool in the 
Tools panei you will notice how this allows you to cycle through 
all the tools that are available in this group. Whenever you have 
a Photoshop dialog box open it is worth exploring what happens 
to the dialog buttons when you hold down the KJ @9 key. You 
will often see the button names change to reveal more options 
(typically, the Cancel button will changes to say ‘Reset’ when you 
hold down the ^9 0 key). 


Normal Subtract from Selection 



□ * ® 

g è i 

b Feather: 0 px 

Anti-alias 

Style: 

Add to Selection 



Intersect Selection 


Figure 1 -51 The Options bar has four modes of operation for each of the selection 
tools: Normal; Add to Selection; Subtract from Selection; and Intersect Selection. These are 
equivalent to the use of the modifier modes described in the main text when the tool is in 
Normal mode. 


Figure 1.50 These composite screen 
shots show examples of selections that have 
been modified after the initial selection stage. 
The top view shows an elliptical selection 
combined with a rectangular selection with 
^0 held down, adding to a selection. The 
middle view shows an elliptical selection 
combined with a rectangular selection with 
^3 0 held down, which subtracts from the 
original selection. The bottom view shows an 
elliptical selection combined with a rectangular 
selection with 0Q (snffMZIIk held 
down, which results in an intersected 
selection. 
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0 

Brush tool (B) 

0 

Pencil tool (B) 

0 

Mixer brush tool (B) 

0 

Blur tool 

[Ã] 

Sharpen tool 

[E 

Smudge tool 

E 

Dodge tool (0) 

0 

Burn tool (0) 

B 

Sponge tool (0) 


The new round brush presets 

As mentioned in the main text, there are 
nowjustsix round brush presets. These 
allow you to select hard or soft brushes 
with either no pressure-linked contrais, the 
brush size linked to the amount of pressure 
applied, or brush opacity linked to the 
amount of pressure applied. 


Painting tools 

The next set of tools weTl focus on are the painting tools, which 
include: the brush, pencil, mixer brush, blur, sharpen, smudge, 
burn, dodge and sponge tools. These can be used to paint, or used 
to edit the existing pixel information in an image. If you want to 
keep your options open you will usually find it is preferable to 
carry out your paint work on a separate new layer. This allows you 
to preserve all of the original image on a base layer and you can 
easily undo all your paint work by turning off the visibility of the 
paint layer. 

When you select any of the painting tools, the first thing you 
will want to do is to choose a brush, which you can do by going 
to the Brush Preset Picker (the second item from the left in the 
Options bar) and select a brush from the drop-down list shown in 
Figure 1.52. Here, you can choose from the many different types 
of brushes, including the bristle shape brushes that were added in 
Photoshop CS5. The Size slider can be used to adjust the brush 
size from a single pixel to a 5000 pixel-wide brush. If one of the 
Standard round brushes is selected you can also use the Hardness 
slider to set varying degrees of hardness for the brush shape. Note 
here that there are now only six round brush presets: soft round/ 
hard round, soft round pressure size/hard round pressure size and 
soft round pressure opacity and hard round pressure opacity. 
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Figure 1 -52 This screen shot shows you the Options bar for the brush tool. To display 
the brush preset list shown here, mouse down on the arrow next to the brush shape icon. 
You can then use the Size and Hardness sliders to modify one of the round brush settings 
and save as a new setting by clicking on the Create New Tool Preset button. 

Most of the painting tools offer a fairly similar range of settings and here you can see 
the pen tablet options which allow you to set the pen pressure to contrai the opacity and/or 
the size of a selected painting tool. 


38 














































Chapter 1 


Photoshop Fundamentais 


On-the-fly brush changes 

Instead of visiting the Brush Picker every time you want to adjust 
the size or hardness of a brush, you will often find it is quicker to 
use the square bracket keys (as described in Figures 1.53 and 1.54) 
to make such on-the-fly changes. Also, if you right mouse- 
click on the image you are working on this opens the Brush Preset 
menu directly next to the cursor. Click on the brush preset you 
wish to select and once you start painting, the Brush Preset menu 
closes (or alternatively, use the key). Note that if you are 
painting with a Wacom™ Stylus you can close this pop-up dialog 
by lifting the Stylus off the tablet and squeezing the double-click 
button. If you gjj-click or right mouse click in the 

image while using a brush tool, this opens the blending mode list 
shown in Figure 1.55. These blend modes are like rules which 
govern how the painted pixels are applied to the pixels in the image 
below. For example, if you paint using the Color mode, you’11 only 
alter the color values in the pixels you are painting. 




Edit Brush... 


Normal 


Dissolve 


Darken 
Multiply 
Color Bum 
Linear Burn 
Darker Color 

Lighten 
Screen 
Color Dodge 
Linear Dodge (Add) 
Lighter Color 

Overlay 
Soft Light 
Hard Light 
Vivid Light 
Linear Light 
Pin Light 
Hard Mix 

Difference 
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Subtract 

Divide 

Hue 

Saturation 

Color 
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Figure 1 -53 There is no need to visit the 
Brush or Tool presets each time you want to 
change the size of a brush. You can use the 
right square bracket key O to niake a brush 
bigger and the left square bracket key Q to 
make it smaller. 



<U±J 

Figure 1.54 You can combine the 
square bracket keys with the Shift key on the 
keyboard. You can use GEfíft Q to make a 
round brush edge harder and use Q to 
make a round brush edge softer. Note that this 
only applies when editing one of the round 
brush presets. 



Figure 1.55 When using any of the paint tools in Photoshop, a ®-click or 
nouse-click opens the Brush Preset menu (middle), while a Q002D- click or 
^fl -click reveals the brush blending modes list shown on the right. 
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Non-rotating brushes 

lf you use the rotate tool to rotate the 
canvas, Photoshop CS6 now prevents 
the brushes from rotating too. You can 
continue to paint with the same brush 
orientation at all canvas rotation angles. 

Brush preview overlay color 

lf you go to the Photoshop Cursors 
preferences you can customize the overlay 
color thafs used for the brush preview. 

Hue, brightness and saturation 

When you use the key combination 
described here to access the HUD Color 
Picker, you can hold down the Spacebar 
to freeze the cursor position. You can then 
select a hue color from the hue wheel/strip, 
freeze the hue color selection and switch to 
select a brightness/saturation value. 


On-screen brush adjustments 

Providing you have the OpenGL option enabled in the Performance 
preferences, Photoshop offers you on-screen brush adjustments 
and a HUD (heads up display) Color Picker. If you hold down the 
keys (Mac), or the ^ key and right-click (PC), dragging 
to the left makes the brush size smaller and dragging to the right, 
larger. Also, if you drag upwards this makes a round brush shape 
softer, while dragging downwards makes a round brush shape 
harder. Note here how the brush hardness is represented with a 
quick mask type overlay. If you hold down the keys 

(Mac), or the keys and ight-click (PC), this opens the 

Heads Up Display Color Picker where for as long as you have 
the mouse held down you can move the cursor over the outer hue 
wheel or hue strip to select a desired hue color and then inside 
the brightness/saturation square to select the desired saturation 
and luminosity. The point where you release the mouse selects 
the new foreground color. Figure 1.56 shows examples of how the 
paint tool cursor looks for both the on-screen brush size/hardness 
adjustments and the Hue Wheel HUD Color Picker displays. 



Figure 1.56 You can dynamically adjust the brush size and hardness of the painting 
tool cursors on screen, or open the Heads Up Display Color Picker using the modifier keys 
described in the main text (providing OpenGL drawing is enabled). See Chapter 2 for more 
information on how to select alternative HUD display options. 
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Brush panei 

Over in the Brush panei if you click on the Brush Presets button 
(circled in Figure 1.58), this opens the Brush Presets panei listing the 
same brush presets list as shown in Figure 1.52. You can then append 
or replace these brush presets by going to the panei íly-out menu 
shown below and selecting a new brush settings group from the list. 

So far we have looked at the Brush options that are used to 
determine the brush shape and size, but if you click on any of the 
brush attribute settings shown in Figure 1.58, the brush presets 
list changes to reveal the individual brush attribute options (see 
Figure 1.59). The brush attributes include things like how the 
opacity of the brush is applied when painting, or the smoothness 
of the brush. You can therefore start by selecting an existing brush 
preset, modify it, as in the Figure 1.57 example, and then click on 
the Create new brush button at the bottom to define this as a new 
custom brush preset setting. 



Figure 1.57 In this example, I selected 
an ‘Aurora’ brush preset and adjusted Size 
Jitter and Angle Jitter in the Shape Dynamics 
settings, linking both to the angle of the pen. 

I then set turquoise as the foreground color, 
purple for the background color and used a 
pen pressure setting to vary the paint color 
from the foreground to the background. I 
created the doodle shown here by twisting the 
pen angle as I applied the brush strokes. 



Create new brush 



Adobe Photoshop 


Replace current brushes Hrtth the brushes 
from Asssrted Brushes? 


( Append Canoel ) ( QK ) 


V El Q 


r 
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Figure 1.58 If you open the Brushes panei, the default panei setting shows an 
Expanded View and liststhe various brush presets in the right-hand section of the panei. 
If you click on any of the brush attributes in the list on the left, the right-hand section 
changes to reveal the various options settings (see Figure 1.59). If you open or go to the 
Brush Presets panei menu, you can select any of the brush settings listed here, which will 
then ask if you want to Append or Replace the current list of presets. 


New Brush Preset... 

Rena me Brush... 
Delete Brush 

Text Only 
Small Thumbnail 
Large Thumbnail 
Smal! List 
Large List 
Stroke Thumbnail 

Preset Manager... 

Re set Brushes... 

Loa d Brushes... 
Save Brushes... 
Replace Brushes... 


Assorted Brushes 


Basic Brushes 
Calligraphic Brushes 
OP Brushes 
Drop Shadow Brushes 
Dry Media Brushes 
Faux Finish Brushes 
M Brushes 
Natural Brushes 2 
Natural Brushes 
Round Brushes with Size 
Special Effect Brushes 
Square Brushes 
Thick Heavy Brushes 
Wet Media Brushes 
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CÊose Tab Group 
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Figure 1 -59 lf you click on a brush attribute 
setting in the list on the left, the right-hand 
side of the panei displays the options that are 
associated with each attribute. Specific brush 
panei settings can be locked by clicking on 
the Lock buttons. If using a bristle tip brush 
shape, clicking the live brush tip preview 
button enables the preview shown here. 

Brush Pose 

The Brush Pose options allow mouse users 
to set a Stylus pose that is applied while 
painting. If painting with, say, a Wacom 
device, enabling the checkboxes (like those 
shown checked in Figure 1.59) overrides 
any tablet data to set a fixed pose. To see 
how this works, try selecting a dynamic tip 
brush and enable the live brush tip preview 
(circled above). Brush Pose settings can be 
saved with Brush and Tool presets. 


Brush panei options 

The following notes and tips on working with the Brush panei will 
apply to most, but not all of the painting tools. 

To create your own custom brush preset settings click on any 
of the brush attribute items that are listed on the left-hand side of 
the panei. The Jitter Controls introduce some randomness into the 
brush dynamics behavior. For example, increasing the Opacity 
Jitter means that the opacity will respond according to how much 
pen pressure is applied and there is a built-in random íluctuation 
to the opacity that varies more and more as the jitter value is 
increased. Meanwhile, the Flow Jitter setting governs the speed 
at which the paint is applied. To understand how the brush flow 
dynamics work, try selecting a brush and quickly paint a series of 
brush strokes at a low and then a high flow rate. When the flow rate 
is low, less paint is applied, but as you increase the flow setting 
more paint is applied. Other tools like the dodge and burn toning 
tools use the terms Exposure and Strength, but these essentially 
have the same meaning as the opacity Controls. The Shape 
Dynamics can be adjusted to introduce jitter into the size angle 
and roundness of the brush and the scattering Controls allow you 
to produce broad, sweeping brush strokes with a random scatter, 
while the Color Dynamics let you introduce random color variation 
to the paint color. The Foreground/Background color control lets 
you vary the paint color between the foreground and background 
color, according to how much pressure is applied (see Figure 1.57). 
The Dual Brush and Texture Dynamics can introduce texture 
and more interactive complexity to the brush texture (it is worth 
experimenting with the Scale control in the Dual Brush options) 
and the Texture Dynamics can utilize different blending modes to 
produce different paint effects. The Transfer Dynamics allow you 
to adjust the dynamics for the build-up of the brush strokes - this 
relates particularly to the ability to paint using wet brush settings. 

Pressure sensitive control 

If you are using a pressure sensitive pen Stylus, you will see 
additional options in the Brush panei that enable you to link the 
pen pressure of the Stylus to how the effects are applied. You can 
therefore use these options to determine things like how the paint 
opacity and flow are controlled by the pen pressure or by the angle 
of tilt or rotation of the pen Stylus. But note here that the tablet 
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pressure Controls can also be controlled via the buttons in the 
Options bar for the various painting tools (Fve highlighted these 
new tablet button Controls in Figure 1.52). 

Brush tool presets 

When you have finished adjusting the Brush panei dynamics and 
other settings, you can save combinations of the brush preset 
shape/size, Brush panei attribute settings, plus the brush blending 
mode (and brush color even) as a new Brush tool preset. To do this, 
go to the Tool Presets panei and click on the New Preset button at 
the bottom (see Figure 1.60). Or, you can mouse down on the Tool 
Preset Picker in the Options bar and click on the New Brush setting 
button. Give the brush tool preset a name and click OK to append 
this to the current list. Once you have saved a brush tool preset, 
you can access it at any time via the Tool Presets panei or via the 
Tool Preset menu in the Options bar. 

Mixer brush 

The mixer brush allows you to paint more realistically in 
Photoshop. With the mixer brush you can mix colors together 
as you paint, picking up color samples from the image you are 
painting on and set the rate at which the brush picks up paint from 
the canvas and the rate at which the paint dries out. The mixer 
brush can be used with either the bristle tips or with the traditional 
Photoshop brush tips (now referred to as static tips) to produce 
natural-looking paint strokes. The combination of the mixer brush 
and bristle tip brushes provides a whole new levei of sophistication 
to the Photoshop paint engine. The only downside is that the user 
interface has become even more complicated. The brush Controls 
and feedback are split between the Brush panei, the Brush Presets 
panei, the Options bar and the live brush tip preview. It’s not 
particularly easy to pick up a brush and play with it unless you have 
studied all the brush options in detail and you understand how the 
user interface is meant to work. Fortunately, the Tool Presets panei 
can help here and the easiest way to get started is to select one or 
two of the new brush presets and experiment painting with these 
brush settings to gain a better understanding of what the new brush 
settings can do. In the meantime, lefs take a look at the Options bar 
settings for the mixer brush thafs shown in Figure 1.61. 
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Wacom™ tablets 

Photoshop is able to exploit all of the 
pressure responsive built-in Wacom™ 
features. You will notice that as you alter 
the brush dynamics settings in the Brush 
panei, the brush stroke preview below 
changes to reflect what the expected 
outcome would be if you had drawn a 
squiggly line that faded from zero to 
full pen pressure (likewise with the tilt 
and thumb wheel). This visual feedback 
is extremely useful as it allows you to 
experiment with the brush dynamics 
settings in the Brushes panei and learn 
how these affect the brush dynamics 
behavior. 


X « 




Figure 1.60 The Tool Presets panei. When 
you click on the New Preset button (circled) 
this opens the New Tool Preset dialog, where 
you can save and name the current tool 
settings as a new tool preset. 
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Figure 1 -61 The mixer brush options. 



Figure 1.62 The Load swatch displays the 
main reservoirwell color in the outerarea and 
the pickup well color in the center. Clicking 
on the mixer brush Current brush load swatch 
launches the Photoshop Color Picker. 

Wet/Mix/Flow numeric shorteuts 

Typing in a number changes the Wetness 
value. Holding down the ^3^^ 
Mlà WM keys while entering a number 
changes the Mix value. Lastly, holding 
down just the key as you enter a 
number changes the Flow value. Note, you 
should type ‘00’ to set any of the above 
values to zero. 


Mixer brush presets 

Sampled fill colors are retained whenever 
you switch brush tips or adjust the brush 
tip parameters. You can also include 
saving the main reservoirwell and pickup 
well colors with a mixer brush tool preset. 


The mixer brush tool has two wells: a reservoir and a pickup. 
The reservoir well color is defined by the current foreground color 
swatch in the Tools panei or by ^9 ^0-clicking in the image 
canvas area. This is the color you see displayed in the Load swatch 
preview. The pickup well is one that has paint ílowing into it and 
continuously mixes the colors of where you paint with the color 
thafs contained in the reservoir well. Selecting ‘Clean Brush’ from 
the ‘Current brush load’ options immediately cleans the brush and 
clears the current color, while selecting ‘Load Brush’ fills with the 
current foreground color again. The ‘Load brush after each stroke’ 
button does what it says, it tells the mixer brush to keep refilling 
the pickup well with color and therefore the pickup well becomes 
progressively contaminated with the colors that are sampled as 
you paint. The ‘Clean brush after each stroke’ button empties the 
reservoir well after each stroke and effectively allows you to paint 
from the pickup well only (Figure 1.62 shows an example of how 
the well colors are displayed in the Options bar). 

The Paint wetness Controls how much paint gets picked up 
from the image canvas. Basically, when the wetness is set to zero 
the mixer brush behaves more like a normal brush and deposits 
opaque color. As the wetness is increased so is the streaking of 
the brush strokes. The ‘Set load rate’ is a dry-out control. This 
determines how much paint gets loaded into the main reservoir 
well. With low load rate settings you TI get shorter brush strokes 
where the paint dries out quickly and as the load rate setting is 
increased you get longer brush strokes. 

The Mix slider determines how much of the color picked up 
from the canvas that goes into the pickup well is mixed with the 
color stored in the main reservoir well. A high Mix ratio means 
more ink flows from the pickup to the reservoir well, while the 
Flow rate control determines how fast the paint flows as you paint. 
With a high Flow setting, more paint is applied as you paint. If you 
combine this with a low Load rate setting you TI notice how at a 
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high Flow setting the paint flows out quickly and results in shorter 
paint strokes. At a lower Flow rate you’11 notice longer (but less 
opaque) brush strokes. 


Bristle tip brush shapes 

If you select one of the bristle tip brush shapes you can click on 
the Brush Tip Shape option in the Brush panei (Figure 1.64) to 
reveal the Bristle Qualities options. These brush tips can be used 
in conjunction with any of the Photoshop painting tools. When a 
bristle tip (as opposed to a traditional ‘static’ Photoshop brush tip) 
is selected you can also click the Bristle preview button (circled in 
Figure 1.64) to display the íloating Bristle preview panei shown in 
Figure 1.63. As you adjust the slider Controls in the Brush panei 
the Bristle preview provides visual feedback as to how this will 
affect the current bristle tip behavior. 


Brush 
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Figure 1 -64 The Bristle tip Brush panei options. The Bristles slider determines the 
density of the number of bristles within the current brush size. The Length determines the 
length of the bristles relative to the shape and size of the selected brush. The Thickness 
determines the thickness of each bristle. The Stiffness contrais the stiffness or resistance 
of the bristles. The Angle slider determines the angle of the brush position - this isn’t so 
relevantfor pen tablet users, but more so if you are using a mouse. Lastly, the Spacing 
slider sets the spacing between each stamp of the brush stroke. 



Figure 1.63 This shows the live brush 
preview, which can be enabled by clicking 
on the button circled in Figure 1.64. It can be 
toggled in size, moved around the screen, or 
closed. The Brush preview can also be turned 
on or off via the View/Show menu (or use 
@0 8290) 


Dodge and burn tools 

The dodge and burn tools were much 
improved in Photoshop CS4. However, 
you are still limited to working directly 
on the pixel data. If you do want to use 
the dodge and burn tools, I suggestyou 
work on a copied pixel layer. Overall, I 
reckon you are better off using the Camera 
Raw adjustment tools to dodge and burn 
your images, or use the adjustment layers 
technique that is described in Chapter 5. 
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I & | Paint bucket tool (G) 
Gradienttool (G) 

□ | Rectangle tool (U) 

I O I Rounded rectangle tool (U) 

[Õ1 Elliptical tool (U) 

I O 1 Polygontool (U) 

/ I Line tool (U) 

I# 1 Custom shape tool (U) 


Aligned rendering and Snap to pixel 

This is really something of more interest to 
designer users, butwith Photoshop CS6, 
when creating a new shape or drawing 
a pen path, there is a new ‘Align Edges’ 
option in the Options bar that lets you 
force shapes or paths to align and snap to 
the underlying pixel grid. As I say, this is 
really useful for designers, but for photo 
editing work it’s not so relevant. 



- si c. ü g ã 


Tools for filling 

The various shape tools, including the line tool, are really of most 
use to graphic designers who wish to create things like buttons or 
need to add vector shapes to a design layout. In Figure 1.65, you 
can see an example of how a filled, custom shape vector layer was 
placed above a pixel layer that had been filled with a gradient. 

The paint bucket tool is another type of fill tool and is a bit like 
a combination of a magic wand selection combined with an Edit 
O Fill using the foreground color. As much as I like to ignore the 
paint bucket, I can be proved wrong. Recently, photographer Stuart 
Weston showed me how he used the paint bucket tool to add small 
filled patches of color to a large composite fashion advertising 
image - I have to say, the final image did look very good. 

The gradient tool will certainly be of interest to photographers. 
For example, you can use the Adjustment layer menu to add 
gradient fill layers to an image. Gradient fill layers can be applied 
in this way to create gradient filter type effects. However, you will 
also find that the gradient tool comes in use when you want to edit 
the contents of a layer mask. For example, you can add a black 
to white gradient to a layer mask to apply a graduated fade to the 
opacity of a layer. 



Figure 1 -65 In this example I added a radial gradient using a transparency to blue 
gradient. Above this I added a 35mm filmstrip custom shape layer filled with black. 
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Tools for drawing 

If you want to become a good retoucher, then you are at some 
stage going to have to bite the bullet and learn how to use the 
pen tools. The selection tools are fine for making approximate 
selections, but as I have shown below in Figure 1.66, whenever 
you need to create precision selections or masks the pen and its 
associated path editing tools are essential. 

The pen tool group includes the main pen tool, a freeform 
pen tool (which in essence is not much better than the lasso or 
magnetic lasso tools) plus modifier tools to add, delete or modify 
the path points. There are several examples coming up in Chapter 9 
where I will show how to use the pen tools to draw a path. 


Pen tool (P) 

Freeform pen tool (P) 
Add anchor point tool 
~ v | Delete anchor point tool 
| N | Convert point tool 

E Path selection tool (A) 

| k 1 Direct selection tool (A) 




Figure 1 -66 If you need to isolate an object and create a cut-out like the one shown 
here, the only wayto dothis is by using the pen and pen modifier tools to firstdrawa 
path outline. You see, with a photograph like this, there is very little color differentiation 
between the object and the background and it would be very difficult for an auto masking 
tool to accurately predict the edges in this image. So I timed myself and it only took 8 
minutes to draw the path outline that was used to create the cut-out shown on the right. 
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| jg | Clone Stamp (S) 

llfc | Pattern Stamp (S) 
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[Z] Healing brush (J) 

1 O 1 Patchtool (J) 

| «K» 1 Content-Aware Move tool (J) 
| + g> | Red Eye tool (J) 

|"V 1 Color Replacement tool (B) 

1 ^ 1 Eraser (E) 
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Image editing tools 

Starting from the top, we have the move tool and below that the 
crop tool, which can be used to trim pictures or enlarge the canvas 
area. This tool has undergone some major changes, plus the break 
out of the perspective crop tool. You can read more about these in 
the Image editing essentials chapter. 

The clone stamp tool has been around since the beginning 
of Photoshop and is definitely an essential tool for all kinds of 
retouching work. You can use the clone stamp to sample pixels 
from one part of the image and paint with them in another (as 
shown in Figure 1.67). The spot healing and healing brush tools 
can be used in almost exactly the same way as the clone stamp, 
except they cleverly blend the pixels around the edges of where 
the healing brush retouching is applied to produce almost flawless 
results. The spot healing brush is particularly clever because you 
don’t even need to set a sample point: you simply click and paint 
over the blemishes you wish to see removed. This tool has been 
enhanced with a content-aware healing mode that allows you to 
tackle what were once really tricky subjects to retouch. The patch 
tool is similar to the healing brush except you first use a selection 
to define the area to be healed and this is now also joined by a 
content-aware move tool that allows you to either extend a selected 
area or move it and at the same time fill the initial selected area. 

Providing you use the right flash settings on your camera it 
should be possible to avoid red eye from ever occurring in your 
flash portrait photographs. But for those times when the camera 
flash leaves your subjects looking like beasts of the night, the red 
eye tool provides a fairly basic and easy way to auto-correct such 
photos. Meanwhile, the color replacement brush is kind of like a 
semi-smart color blend mode painting tool that analyzes the area 
you are painting over and replaces it with the current foreground 
color, using either a Hue, Color, Saturation or Luminosity blend 
mode. It is perhaps useful for making quick and easy color changes 
without needing to create a Color Range selection mask first. 

The eraser tools are still there should you wish to erase the pixels 
directly, although these days it is more common to use layer masks 
to selectively hide or show the contents of a layer. The background 
eraser and magic eraser tools do offer some degree of automated 
erasing capabilities, but I would be more inclined to use the quick 
selection tool combined with a layer mask for this type of masking. 
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Figure 1.67 1 mostly use the healing 
brush and clone stamp tools to retouch small 
blemishes or remove any remaining sensor 
dust marks from my photographs. In this 
example I am able to show how the clone 
stamp tool was used to paint detail from one 
part of an image onto another. Note how the 
retouching work was applied to an empty new 
layer and the Sample: ‘Current & Below’ option 
was selected in the clone stamp tool Options 
bar. 
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Blending modes 

Layers can be made to blend with the 
layers below them using any of the 27 
different blending modes that are in 
Photoshop. Layer effects/styles can be 
used to add effects such as drop shadows, 
gradient/pattern fills or glows to any layer, 
plus custom layer styles can be loaded 
from and saved to the Styles panei. 

Drag and drop layers 

You can drag and drop a file to a 
Photoshop document and place it as a new 
layer. 


Working with Layers 

Photoshop layers allow you to edit a photograph by building 
up the image in multiple layered sections, such as in the Figure 
1.68 example below. A layer can be an image element, such as a 
duplicated background layer, a copied selection thafs been made 
into a layer, or content that has been copied from another image. 

Or, you can have text or vector shape layers. You can also add 
adjustment layers, which are like image adjustment instructions 
applied in a layered form. 

Layers can be organized into layer group folders, which will 
make the layer organization easier to manage, and you can also 
apply a mask to the layer content using either a pixel or vector layer 
mask. You will find there are plenty of examples throughout this 
book in which I show you how to work with layers and layer masks. 



Figure 1 -68 The above Layers panei view 
shows the layer contents of a typical layered 
Photoshop image and the diagram on the right 
shows how these layers are used to build the 
composite image. 
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Automating Photoshop 

Why waste your time performing repetitive tasks when Photoshop 
is able to automate these processes for you? Using the Actions 
panei you can record steps in Photoshop as an action and use this 
to replay on other images. Figure 1.69 shows a screen shot of the 
Actions panei, where it currently displays an expanded view of the 
Default Actions set. As you can see from the descriptions, these 
actions can perform automated tasks such as adding a vignette to 
a photo or creating a wood frame edge effect. OK, these are not 
exactly the sort of actions you would use every day, but if you go 
to the panei fly-out menu and select Load Actions... you will be 
taken to the Photoshop CS6/Presets/Photoshop Actions folder. 

Here you will find lots of action sets that are worth installing. 

To run an action, you will usually need to have a document 
already open in Photoshop and press the Play button. It is also 
quite easy to record your own custom actions, and once you get 
the hang of how to do this you can use the File o Automate O 
Batch... command to apply recorded actions to batches of images. 
You can also go to the File o Automate menu and choose ‘Create 
Droplet..Droplets are like self-contained batch action operations 
located in the Finder/Explorer. All you have to do is drag an 
image file to a droplet to initiate a Photoshop action process 
(see Figure 1.70). I explain later in Chapter 13 how to automate 
Photoshop and make efficient use of actions. 

By saving and loading actions it is easy to share your favorite 
Photoshop actions with other users - all you have to do is to 
double-click an action icon to automatically install it in the Actions 
panei, and if Photoshop is not running at the time, this will also 
launch the program. 



^ ^ ^ ^ 
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Figure 1.69 The Actions panei. 

Allow tool recording 

In the Actions panei fly-out menu there 
is a newfeature: Allow Tool Recording. 
When this is checked Photoshop CS6 now 
allows you to record things like brush 
strokes as part of an action. There are 
some limitations to this new feature, but 
providing the images you record on and 
play back the action on have the same 
pixel dimensions, itwill work. 


Figure 1.70 With Photoshop droplets you can apply a batch action operation by simply 
dragging and dropping an image file or a folder of images onto a droplet that has been 
saved to the Finder/Explorer. 
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Nudging layers and selections 

The keyboard arrow keys can be used 
to nudge a layer or selection in 1 pixel 
increments, or 10 pixel increments with 
the M key held down. A series of 
nudges count as a single Photoshop step 
in history and can be undone with a single 
undo (E1Q 0BQ or a step back in 
history. Also, holding down the && key 
as you drag allows you to constrain the 
move direction to the horizontal, vertical or 
a 45° angle. 


Move tool 

The move tool can perform many functions such as move the 
contents of a layer, directly move layers from one document 
to another, copy layers, apply transforms, plus select and align 
multiple layers. In this respect the move tool might be more 
accurately described as a move/transform/alignment tool and in 
CS6 you TI now also see a heads up display that indicates how far 
you are moving something. The move tool can also be activated any 
time another tool is selected simply by holding down the El 22J 
key (except for when the slice tools, hand tool, pen or path selection 
tools are selected). If you hold down the ^9 key while 
the move tool is selected, this lets you copy a layer or selection 
contents. It is also useful to know that using M Míâ plus El HSBÉ 
(the move tool shortcut) lets you make a copy of a layer or selection 
contents when any other tool is selected (apart from the ones I just 
listed). If the Show Transform Controls box is checked in the move 
tool Options bar (Figure 1.71), a bounding box will appear around 
the bounds of the selected layer, and when you mouse down on 
the bounding box handles to transform the layer, the Options bar 
switches modes to display the numeric transform Controls. 


Show Transform Cantf ais w ^ ^ J|| 30 Müüí ^ ^ *y* j Dual dupl jy 2 


Figure 1 -71 The move tool Options bar with the Auto-Select layer option checked. Note 
you can select Group or Layer from the pop-up menu here. 


Auto layer/layer group selection 

The move tool Options panei contains a 
menu that allows you to choose between 
‘Group’ or ‘Layer’ auto-selection. When 
‘Layer’ is selected, Photoshop only auto- 
selects individual layers. When ‘Group’ is 
selected, Photoshop can auto-select whole 
layer groups. If the move, marquee, lasso 
or crop tool are selected, a 
QEÍG3+ right mouse-click selects a 
target layer based on the pixels where you 
click. When the move tool only is selected, 
UB QO©-click selects a layer 
group based on the pixels where you click. 


Layer selection using the move tool 

When the move tool is selected, dragging with the move tool 
moves the layer or image selection contents (the cursor does not 
have to be centered on the object or selection, it can be any where 
in the image window). However, when the Auto-Select option 
is switched on (circled in Figure 1.71), the move tool can auto- 
select the uppermost layer (or layer group) containing the most 
opaque image data below the cursor - this can be useful when 
you have a large number of layers in an image. Multiple layer 
selection is also possible with the move tool, because when the 
move tool is in Auto-Select mode you can marquee drag with 
the move tool from outside the canvas area to select multiple 
layers, the same way as you can make a marquee selection using 
the mouse cursor to select multiple folders or documents in 
the Finder/Explorer (see Figure 1.72). 
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Where you have many layers that overlap, remember there is a 
contextuai mode for the move tool that can help you target specific 
layers (use Q(y right mouse-click to access the contextuai layer 
menu). Any layer with an opacity greater than 50% will show up in 
the contextuai menu. This then allows you to select a specific layer 
from below the cursor. 

j ^-3- * Auto-5<lect: Uyer t j |j Shw Transform Controls jcí j fo- 1p [S< ja ^1 w 


Align/Distribute layers 

When several layers are linked together, 
you can click on the Align and Distribute 
buttons in the Options bar as an alternative 
to navigating the Layer o Align Linked 
and Distribute Linked menus (see Chapter 
9 for more about the Align and Distribute 
commands). 



Figure 1 -72 When the move tool is selected and the Auto-Select box is checked, you 
can marquee drag with the move tool from outside of the canvas area inwards to select 
specific multiple layers or layer groups. If the Auto-Select Layer option is deselected, you 
can instead hold down the ií§ 2® keyto temporarily switch the move tool to the Auto- 
Select’ mode. 


Layer selection shortcuts 

You can at any time use the 

shortcut to select all layers. 
But note that the move tool layer selection 
method will not select any layers that are 
locked. Forexample, ifyou use the Auto- 
Select layer mode to marquee drag across 
the image to make a layer selection, the 
background layer will not be included in 
the selection. 
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Navigation and information tools 

To zoom in on an image, you can either click with the zoom tool to 
magnify, or drag with the zoom tool, marqueeing the area you wish 
to inspect in close-up. This combines a zoom and scroll function 
in one (a plus icon appears inside the magnifying glass icon). To 
zoom out, just hold down the KJ EZfi key and click (the plus sign 
is replaced with a minus sign). You can also zoom in by holding 
down the Spacebar + the El key (Mac) or the key (PC). You 
can then click to zoom in and you can also zoom out by holding 
down the Spacebar + the ^9 key (Mac) or the key (PC). This 
keyboard shortcut calls up the zoom tool in zoom out mode and 
you can then click to zoom out. 


Zoom tool shortcuts 

Traditionally, the |3QQ shortcut is used to zoom to 

a 100% pixels view and the ISj fj gg|Q shortcut is used to zoom 
out to a fit to view zoom view. Photoshop now also uses the lüH 
rSHàSM shortcut to zoom to 100%. This was first implemented in CS4 
in order to unify the window document zoom Controls across all of 
the Creative Suite applications. As a consequence of this, the channel 
selection shortcuts have been shifted along two numbers. EIQ 
gg/Q selects the composite channel, E1Q gfflQ selects the red 
channel, I3Q ÉlliàÊ ? the green channel and so on. The Tilde key 
has also changed use. Prior to CS4 El - QgJ - selected the composite 
color channels (after selecting a red, green or blue channel). It now 
toggles between open window documents. Another handy zoom 
shortcut is IIl B OfilQ to zoom in and IIl B QQlQ to zoom out 
(note the Q key is really the Q key). If your mouse has a wheel and 
Zoom with mouse wheel is selected in the preferences, you can use 
it with the KJ key held down to zoom in or out. If OpenGL is 
enabled you can carry out a continuous zoom by simply holding down 
the zoom tool (and use KJ @0 1° zoom out). If you have a recent 
MacPro Laptop or are using an Apple trackpad, Photoshop supports 
two-fingered zoom gestures such as drawing two fingers together to 
zoom in and spreading two fingers apart to zoom out. 


m ^ IZ Resize Windows Eó Fit |_| Zoom Ail Windows \^\ Scrubby Zoom I AcEual Pixels I I Fit Streen I I Fill Screen I I Prini Size 


Figure 1.73 You can use the Zoom tool Options bar buttons to adjust the zoom view. 
If OpenGL is enabled ‘Scrubby Zoom’ will be checked. This overrides the marquee zoom 
behavior- dragging to the right zooms in and dragging to the left zooms out. 
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Hand tool 

When you view an image close-up, you can select the hand tool 
from the Tools panei (©) and drag to scroll the image, plus you 
can also hold down the Spacebar at any time to temporarily access 
the hand tool (except when the type tool is selected). The hand and 
zoom tools also have another navigational function. You can double- 
click the hand tool icon in the Tools panei to make an image fit to 
screen and double-click the zoom tool icon to magnify an image to 
100%. There are also further zoom control buttons in the zoom tool 
Options bar, such as Fill Screen and Print Size (Figure 1.73). 

Bird’s-eye view 

Another OpenGL option is the Bird’s-eye view feature. If you are 
viewing an image in a close-up view, you can hold down the Q 
key and, as you do this, if you click with the mouse, the image 
view swiftly zooms out to fit to the screen and at the same time 
shows an outline of the close-up view screen area (a bit like the 
preview in the Navigator panei). With the w key and mouse 
key still held down, you can drag to reposition the close-up view 
outline, release the mouse and the close-up view will re-center to 
the newly selected area in the image (see Figure 1.74). 



Figure 1 -74 If a window document is in OpenGL mode and in a close-up view, you can 
hold down the Q key and click with the mouse to access a birds eye view of the whole 
image. You can then drag the rectangle outline shown here to scroll the image and release 
to return to a close-up of the image centered around this new view. 
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Figure 1.75 This shows the OpenGL 
eyedropper wheel. The outer gray circle is 
included to help you judge the inner circle colors 
more effectively. The top half shows the current 
selected color and the bottom half, the previous 
selected color. The sample ring display can be 
disabled in the eyedropper options. 



Figure 1.76 The Info panei showing an 
eyedropper color reading, a measurement 
readout plus two color sampler readouts below. 



31 by 31 Average 
51 by 51 Average 
101 by 1D1 Avcragc 


Flick panning 

With OpenGL enabled in the Photoshop Performance preferences, 
you can also check the Enable Flick Panning option in the General 
preferences (see page 101). When this option is activated, 
Photoshop will respond to a flick of the mouse pan gesture by 
continuing to scroll the image in the direction you first scrolled, 
taking into account the acceleration of the flick movement. When 
you have located the area of interest just click again with the 
mouse to stop the image from scrolling any further. 

Windows 7 Multi-touch support 

If you are using Windows 7 operating system and have multi-touch 
aware hardware, Photoshop supports touch zoom in and out, touch pan/ 
flicking as well as touch canvas rotation. 

Eyedropper tool 

The eyedropper tool can be used to measure pixel values directly from 
a Photoshop document, which are displayed in the Info panei shown 
in Figure 1.76. Photoshop also features a heads up display, which I 
describe in Figure 1.75. The color sampler tool can be used to place 
up to four color samplers in an image to provide persistent readouts 
of the pixel values, which is useful for those times when you need to 
closely monitor the pixel values as you make image adjustments. In 
Photoshop CS6 you can now sample the current layer and below as 
well as with no adjustments (see Figure 1.77). 


Ruler tool 

The ruler tool can be used to measure distance and angles in an 
image and again, this data is displayed in the Info panei. But note 
that the count tool is only available in the extended version and 
is perhaps more useful to those working in areas like medicai 
research where, for example, you can use the count tool to count 
the number of cells in a microscope image. 


Current Layer 
Current & Seiow 


11 Layers r» Adjustments 
Current £ BçlOw no AdjuSTments 


| 0 Show Samplirig Ring 
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Figure 1.77 The eyedropper tool has new sample options in the Options bar. You 
can now sample ‘Current & Below’, ‘All Layers no Adjustments’ and ‘Current & Below no 
Adjustments’. Note that the sample size pop-up menu now also appears when using the 
various eyedropper tools, such as black point, white point eyedroppers in Leveis and Curves. 
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Rotate view tool 

If OpenGL is enabled in the Performance preferences, you can 
use the rotate view tool to rotate the Photoshop image canvas (as 
shown below in Figure 1.78). Being able to quickly rotate the 
image view can sometimes make it easier to carry out certain 
types of retouching work, rather that be forced to draw or paint at 
an uncomfortable angle. To use the rotate view tool, first select it 
from the Tools panei (or use the Q keystroke) and click and drag 
in the window to rotate the image around the center axis. As you 
do this, you will see a compass overlay that indicates the image 
position relative to the default view angle (indicated in red). This 
can be useful when you are zoomed in close on an image. To reset 
the view angle to normal again, just hit the key or click on the 
Reset View button in the Options bar. 


Rotate view shortcut 

The rotate view tool uses the Q keyboard 
shortcut, which (before CS4) was 
previously assigned to the blur/sharpen/ 
sponge tool set. This has been generally 
accepted as a positive move, butyou can if 
desired, use the Keyboard Shortcuts menu 
described on page 22 to reassign the 
keyboard shortcuts as you prefer. 



n. Om 17-6M/H-1M 
Mini frrigt i 


Adobe ftiotflihQp CS6 


[ PtHnayapIvy 


Jihun Anglt 15* | Q ílfitate All Wíndowrt 


‘ coMfv.a ccpy i L 


I*. 

E 

Ò, 

V 

>\ 

T, 

D. 

m 

a 

% 

% 

E3 


Figure 1.78 This shows the rotate view tool in action. 


Photograph: Eric Richmond 
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Notes tool 

The notes tool is handy for adding sticky notes to open images. 
Open note Windows were removed in CS4 and Photoshop instead 
now uses a Notes panei (Figure 1.79) to store the recorded note 
messages. This method makes the notes display and management 
easy to control. I use this tool quite a lot at work, because when a 
client calls me to discuss a retouching job, I can open the image, 
click on the area that needs to be worked on and use the Notes 
panei to type in the instructions for whatever further retouching 
needs to be done to the image. If the client you are working with 
is also using Photoshop, they can use the notes feature to mark 
up images directly, which when opened in Photoshop can be 
inspected as shown in Figure 1.80 below. 




Figure 1 -79 The Notes panei. 


Figure 1 -80 This shows an example of the notes tool being used to annotate an image. 
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Screen view modes 

In Figure 1.81 I have highlighted the Application bar screen 
view mode options which allow you to switch between the three 
main screen view modes. The standard screen view displays the 
application window the way it has been shown in all the previous 
screen shots and lets you view the document Windows as floating 
Windows or tabbed to the dock area. In Full Screen Mode with 
Menu Bar, the frontmost document fills the screen, while allowing 
you to see the menus and paneis. Lastly, the Full Screen view mode 
displays a full screen view with the menus and paneis hidden. 




Full view screen mode 

The Full Screen Mode with Menu Bar and 
Full Screen modes are usually the best 
view modes for concentrated retouching 
work. These allow full movement of the 
image, not limited by the edges of the 
document bounds. In other words, you 
can scroll the image to have a corner 
centered in the screen and edit things 
like path points outside the bounds of the 
document. Also note that the Q key can 
be used to cycle between screen modes 
and M ia to cycle backwards. 

Figure 1 -81 This shows examples of two of 
the three screen view modes for the Photoshop 
interface. Here you can see the Standard 
Screen Mode view (top) and Full Screen Mode 
with Menu Bar (bottom). The absolute Full 
Screen mode, which isn’t shown here, displays 
the image against a black canvas and with the 
menus and paneis hidden. 


% 

% 

eh 


■ £] standard Screen Mode F 

H Full Screen Mode With Menu Bar F 
IHl Full Screen Mode F 


59 












































Martin Evening 


Adobe Photoshop CS6 for Photographers 


Saving presets as Sets 

As you create and add your own custom 
preset settings, you can manage these 
via the Preset Manager. For example, 
this means that you can select a group of 
presets and click on the Save Set... button 
to save these as a new group of presets. 
Note that if you rearrange the order of the 
tool presets, the edited orderwill remain 
sticky when you next relaunch Photoshop. 

Loading presets 

If you double-click any Photoshop setting 
that is outside the Photoshop folder, 
this automatically loads the Photoshop 
program and appends the preset to the 
relevant section in the Preset Manager. 


Preset Manager 

The Preset Manager (Edit o Presets o Preset Manager) lets you 
manage all your presets from within the one dialog. This allows 
you to keep track of: Brushes, Swatches, Gradients, Styles, 
Patterns, Layer effect contours, Custom shapes and Tools (Figure 
1.82 shows the Preset Manager used to manage the Tool presets). 
You can append or replace an existing set of presets via the Preset 
Manager options and the Preset Manager can also be customized 
to display the preset information in different ways, such as in the 
Figure 1.83 example, where I used a Farge Fist to display large 
thumbnails of all the currently loaded Gradients presets. 



Figure 1 -82 You can use the Photoshop Preset Manager to load custom settings or 
replace them with one ofthe pre-supplied defaults. 


Premi Manager 


Prêiet Type. Grudrienil I 1 

1 Text Qnly 
; Smatl Thumbnail 
Large Thumbnail 

^ ForegrDund lo Background 

foreground » Tramparent 

Sma.ll List 
n/ Urge List 

Black. While 

Reset Gradients... 

^ Red. Green 

Replace Gradients... 

li Viõl«l, O range 

Color Harmonies 1 

1 Color Harmonies 2 
Metals 

^BIue. Red. YcllfhM 

WA Bl uc ■ TtlIflW. 0 lue 

Neutral Densitv 

Noise Samples 

Orange, Ye 1 low. Orange 

Pasteis 

Photog raph i c Toning 
■ Simple 
! Speclal Eífetts 

Spettrums 

| Violei* Green. frange 

JF _ _ ^ ^ [ 




F Warm quadtone 


Figure 1 -83 Apartfrom being able to load and replace presets, you can choose how presets 
are displayed. In the case of Gradients, ifs nice to to see a preview alongside each gradient. 
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History 

The History feature was first introduced in Photoshop 5.0 and back 
then was considered a real breakthrough feature. This was because 
for the first time, Photoshop was able to offer multiple undos 
during a single Photoshop editing session. History can play a really 
important role in the way you use Photoshop, so I thought this 
would be the best place to describe this feature in more detail and 
explain how history can help you use Photoshop more efficiently. 

As you work on an image, Photoshop is able to record a history 
of the various image States as steps and these can be viewed in the 
History panei (Figure 1.84). If you want to reverse a step, you can 
still use the conventional Edit O Undo command (E§@ WíQ), 
but if you use the History panei, you can go back as many stages in 
the edit process as you have saved history steps. 

The History panei 

The History panei displays the sequence of Photoshop steps that 
have been applied during a Photoshop session and its main purpose 
is to let you manage and access the history steps that have been 
recorded in Photoshop. The history source column in the History 
panei will allow you to select a history State to sample from when 
working with the history brush (or filling from history). So, to 
revert to a previous step, just click on a specific history step. For 
example, in Figure 1.84 I carried out a simple one-step undo by 
clicking on the last but one history step. 

One can look at history as a multiple undo feature in which you 
can reverse through up to 1000 image States. However, it is actually 
a far more sophisticated tool than just that. For example, there is a 
non-linear history option for multiple history path recording (see 
the History Options dialog in Figure 1.85). Non-linear history 
allows you to shoot off in new directions and still preserve all the 
original history steps. Painting from history can therefore save 
you from tedious workarounds like having to create more layers 
than are really necessary in order to preserve fixed image States 
that you can sample from. With history you doiTt have to do this 
and by making sensible use of non-linear history, you can keep the 
number of layers that are needed to a minimum. 

To set the options for the History panei, mouse down on the fly- 
out menu and select History Options... (Figure 1.85). By default, 
history automatically creates an ‘opeiT State snapshot each time 


| V 1 History brush (Y) 

| +6 1 Art history brush (Y) 



Figure 1.84 A previous history step can be 
selected by clicking on the history step name in 
the History panei. In its default configuration, 
you will notice how when you go back in 
history, the history steps that appear after the 
one that is selected will appear dimmed. Ifyou 
have moved back in history, and you then make 
further edits to the image, the history steps 
after the selected history step will become 
deleted. However, you can change this behavior 
by selecting Allow Non-linear History in the 
History panei options (see Figure 1.85). 
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Figure 1.85 The History Options are 
accessed via the History panei fly-out menu. 
These allow you to configure things like the 
Snapshot and Non-linear history settings. I 
usually have Allow Non-Linear History option 
checked, as this enables me to use the History 
feature to its full potential (see page 66). 
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Figure 1.86 The numberof recorded history States can be setviathe History & Cache 
section of the Performance preferences dialog. 



Figure 1.87 This shows the underlying 
tiled structure of a Photoshop image. This is a 
clue as to how history works as economically 
as possible. The history Stores the minimum 
amount of data necessary at each step in 
Photoshop’s memory. So if only one or two 
tile areas are altered by a Photoshop action, 
only the data change that takes place in those 
tiles isactually recorded. 


you open an image and you can also choose to create additional 
snapshots each time an image is saved. Basically, Snapshots can be 
used to prevent history States from slipping off the end of the list 
and becoming deleted as more history steps are created (see page 
65). ‘Make Layer Visibility Changes Undoable’ makes switching 
layer visibility on or off a recordable step in history, although this 
can be annoying when turning the layer visibility on or off prevents 
you from using undo/redo to undo the last Photoshop step. 

History settings and memory usage 

When the maximum number of recordable history steps has been 
reached, the earliest history step at the top of the list is discarded. 
With this in mind, the number of recorded histories can be altered 
via the Photoshop Performance preferences (Figure 1.86). Note 
that if you reduce the number of history States (or steps) that are 
allowed, any subsequent action will immediately cause all earlier 
steps beyond this new limit to be discarded. 
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Conventional wisdom would suggest that a multiple undo 
feature is bound to tie up vast amounts of scratch disk space to 
store all the previous image steps. However, proper testing of 
history indicates that this is not really the case. It is true that a 
series of global Photoshop steps may cause the scratch disk usage 
to rise, but localized changes will not. This is because the history 
feature makes clever use of the image cache tiling structure to 
limit any unnecessary drain on the memory usage. Essentially, 
Photoshop divides an image up into tiled sections and the size of 
these tiles can be set in the Performance preferences (see Chapter 2 
for advice on how to optimize the cache tile size). Because of the 
way Photoshop images are tiled, the History feature only needs to 
memorize the changes that take place in each tile. Therefore, if a 
brush stroke takes place across two image tiles, only the changes 
taking place in those tiles needs to be updated (see Figure 1.87). If 
a global change takes place such as a filter effect, the whole of the 
image area is updated and the scratch disk usage rises accordingly. 
A savvy Photoshop user will want to customize the History feature 
to record a reasonable number of histories, while at the same 
time be aware of the need to change this setting if the history 
usage is likely to place too heavy a burden on the scratch disk. 

The history steps example discussed in Figure 1.88 demonstrates 
that successive histories need not consume an escalating amount 
of memory. After the first adjustment layer had been added, the 
successive adjustment layers had little impact on the scratch disk 
usage (as only the screen preview was being changed). The healing 
brush work only affected the tiled sections and by the time I got to 
the ‘flatten image’ stage the scratch disk/memory usage had begun 
to bottom out. 

If the picture you are working with is exceptionally large, then 
having more than one undo can be both wasteful and unnecessary, 
so you should perhaps consider restricting the number of 
recordable history States. On the other hand, if multiple history 
undos are well within the scratch disk memory limits of your 
system, then make the most of them. If excessive scratch disk 
usage does prove to be a problem, the Purge History command in 
the Edit o Purge menu provides a useful way to keep the scratch 
disk memory usage under control. Above all, remember that the 
History feature is not just there as a mistake correcting tool, it has 
great potential for mixing composites from previous image States. 


History stages 

Scratch 

disk 

Open file 
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Add new layer 

1360 MB 

Healing brush 
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Healing brush 

1670 MB 
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1610MB 
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Inverse selection 

1660 MB 

Add adjustment layer 

1700 MB 

Modify adjustment layer 

1700 MB 

Flatten image 
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Figure 1.88 The accompanying table 
shows how the scratch disk usage can 
fluctuate during a typical Photoshop session. 
The image I opened here was 160 MB in 
size and 10 GB of memory was allocated 


to Photoshop. The scratch disk overhead 
is usually quite big atthe beginning of a 
Photoshop session, but notice how there was 
little proportional increase in the scratch disk 
usage with each new history step. 
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Art history brush 

The art history brush is something of an 
oddity. It is a history brush that allows 
you to paint from history but does so via 
a brush which distorts the sampled data 
and can be used to create impressionist 
type painting effects. You can learn more 
about this tool from the Photoshop CS6 
for Photographers Help Guide thafs on the 
bookwebsite. 



Figure 1.89 A previous history State can be 
selected as the source for the history brush by 
going to the History panei and clicking in the 
box to the left of the history step you want to 
paint from using the history brush. 

Filling from history 

When you select the Fill... from the Edit 
menu there is an option in the Contents 
Use menu to choose ‘History’. 


History brush 

The history brush can be used to paint from any previous history 
State and allows you to selectively restore image data as desired. 

To do this you need to leave the current history State as it is and 
select a source history State for the history brush by clicking in the 
box next to the history step you wish to sample from. In Figure 
1.89 you can see how I had set the ‘New Layer’ history step as the 
history source (notice the small history brush icon where the box 
next to this is currently checked). I was then able to paint with the 
history brush from this previous history State, painting over the 
areas that had been worked on with the spot healing brush and use 
the history brush to restore those parts of the picture back to its 
previous, ‘New Layer’ history State. 

Use of history versus undo 

As you will have seen so far, the History feature is capable of 
being a lot more than a repeat Edit o Undo command. Although 
the History feature is sometimes described as a multiple undo, it 
is important not to confuse Photoshop history with the role of the 
undo command. For example, there are a number of Photoshop 
procedures that are only undoable through using the Edit O Undo 
command, like intermediate changes made when setting the 
shadows and highlights in the Leveis dialog. Plus there are things 
which can be undone using Edit o Undo that have nothing to do 
with Photoshop’s history record for an image. For example, if you 
delete a swatch color or delete a history State, these actions are only 
recoverable by using Edit o Undo. The undo command is also a 
toggled action and this is because the majority of Photoshop users 
like having the ability to switch quickly back and forth to see a 
before and after version of the image. The current combination of 
having undo commands and a separate History feature has been 
carefully planned to provide the most flexible and logical approach. 
History is not just an ‘oh I messed up. Lefs go back a few stages’ 
feature, the way some other programs work; it is a tool designed to 
ease the workflow and provide you with extra Creative options in 
Photoshop. A key example of this is the Globe Hands image that 
was created by Jeff Schewe. The story behind this image and it’s 
influence on the History feature is told in Figure 1.91. 
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Snapshots 

Snapshots are stored above the History panei divider and used to 
record the image in its current State so as to prevent this version of 
the image from being overwritten and for as long as the document 
is open and being edited in Photoshop. The default settings for the 
History panei will store a snapshot of the image in its opened State 
and you can create further snapshots by clicking on the Snapshot 
button at the bottom of the panei (see Figure 1.90). This feature 
is particularly useful if you have an image State that you wish 
to store temporarily and don’t wish to lose as you make further 
adjustments to the image. There is no real constraint on the number 
of snapshots that can be added, and in the History panei options 
(Figure 1.85) you can choose to automatically generate a new 
snapshot each time you save the image (which will also be time- 
stamped). The Create New Document button (next to the Snapshot 
button) can be used to create a duplicate image State in a new 
document window and saved as a separate image. 



Figure 1 -91 Photographer Jeff Schewe has had a long-standing connection with the 
Adobe Photoshop program and its development. The origins of the History feature can 
perhaps be traced back to a seminar where he used the Globe Hands image shown here 
to demonstrate his use of the Snapshot feature in Photoshop 2.5. Jeff was able to save 
multiple snapshots of different image States in Photoshop and selectively paint back 
from them. This was all way before layers and history were introduced in Photoshop. 

Chief Photoshop Engineer Mark Hamburg was suitably impressed by Jeffs technique 
and the abilityto paint from snapshots became an important part of the History feature. 
Everyone had been crying out for a multiple undo in Photoshop, butwhen history was 
first introduced in Photoshop 5.0 it carne as quite a surprise to discover just how much the 
History feature would allow you to do. 



Create new Create new 
document snapshot 



Figure 1.90 To record a new snapshot, 
click on the Create New Snapshot button at 
the bottom of the History panei. This records 
a snapshot of the history at this stage. If you 
Q ©-click the button, there are three 
options: Full Document, which Stores all 
layers intact; Merged Layers, which Stores a 
composite; and Current Layer, which Stores 
just the currently active layer. Note if you 
have the Show New Snapshot dialog by 
Default turned on in the History panei options, 
the New Snapshot dialog appears directly, 
withoutyou having to Q ©-click the New 
Snapshot button. The adjacent Create New 
Document button can create a duplicate image 
of the active image in its current history State. 
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Non-linear history in use 

On page 468 in Chapter 8 you can see 
a practical example of howthe history 
feature might be used in a typical 
Photoshop retouching session. 


Non-linear history 

The non-linear history option lets you branch off in several 
directions and experiment with different effects without needing 
to add lots of new layers. Non-linear history is not an easy concept 
to grasp, so the best way to approach this is to imagine a series 
of history steps as having more than one Tinear’ progression, 
allowing the user to branch off in different directions in Photoshop 
instead of in a single chain of events (see Figure 1.92). Therefore, 
while you are working on an image in Photoshop, you have the 
opportunity to take an image down several different routes and a 
history step from one branch can then be blended with a history 
step from another branch without having to save duplicate files. 

Non-linear history requires a little more thinking on your part 
in order to monitor and recall image States, but ultimately makes 
for a more efficient use of the available scratch disk space. Overall, 
I find it useful to have non-linear history switched on all the time, 
regardless of whether I need to push this feature to its limits or not. 



A 


B 


C 


Figure 1 -92 The non-linear history option 
allows you to branch off in different directions 
and simultaneously maintain a record of each 
history path up to the maximum number of 
history States that can be allowed. Shown 
here are three history States selected from the 
History panei: The initial opened image State 

(A) , another with a Curves layeradjustment 

(B) and an alternative version (C) where I 
added a Black and White layer adjustment 
layer followed by a Curves adjustment layer to 
add a sepia tone color effect. 
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When files won’t open 

You can open an image file in Photoshop in a number of ways. 

You can use the Bridge program or Mini Bridge panei (which are 
described on pages 76-81), or you can simply double-click a file to 
open it. As long as the file you are about to open is in a file format 
that Photoshop recognizes, it will open in Photoshop and if the 
program is not running at the time this action should also launch 
Photoshop. 

Every document file contains a header section, which among 
other things tells the Computer which application should be used 
to open it. For example, Microsoft Word documents will (naturally 
enough) default to opening in Microsoft Word. Photoshop can 
recognize nearly all types of image documents regardless of the 
application they may have originated from, but sometimes you will 
see an image file with an icon for another specific program, like 
Macintosh Preview, or Internet Explorer. If you double-click these 
particular files, they will open in their respective programs. To get 
around this, you can follow the instructions described in Figure 
1.93. Alternatively, you can use the File o Open command from 
within Photoshop, or you can drag a selected file (or files) to the 
Photoshop program icon, or a shortcut/alias of the program icon 
(Figure 1.94). In each of these cases this allows you to override the 
Computer operating system which normally reads the file header to 
determine which program the file should be opened in. If you use 
Bridge as the main interface for opening image files in Photoshop, 
then you might also want to open the File Type Association 
preferences (that are described in Chapter 11) to check that the file 
format for the files you are opening are all set to open in Photoshop 
by default. 

Yet, there are times when even these methods may fail and this 
points to one of two things. Either you have a corrupt file, in which 
case the damage is most likely permanent. Or, the file extension 
has been wrongly changed. It says .psd, but is it really a PSD? Is 
it possible that someone has accidentally renamed the file with an 
incorrect extension? In these situations, the only way to open it 
will be to rename the file using the correct file extension, or use 
the Photoshop File Open command and navigate to locate the 
mis-saved image (which once successfully opened should then be 
resaved to register it in the correct file format). 


Corrupt files 

There are various reasons why a file may 
have become corrupted and refuses to 
open. This will often happen to images that 
have been sent as attachments and is most 
likely due to a break during transmission 
somewhere, resulting in missing data. 


D O O *■ CardenScreenSnapz003.t... 

GardenScreenSnapzO.. 2.9 MB 

Modified: 14 Jun 2008 15:00 



► General: 



► More Info: 

► Name & Extension 
▼ Open with: 

' Vc Preview _S_l 

Use this application to open all documents 
like this. 


Change All... 


► Preview: 


► Sharing & Permissions: 

Á 


Figure 1 -93 The header information in 
some files may contain information that 
tells the operating system to open the image 
in a program other than Photoshop. On a 
Macintosh go to the File menu and choose 
File o Get Info and underthe ‘Open with’ item, 
change the default application to Photoshop. 
On a PC you can do the same thing via the File 
Registry. 



Figure 1.94 When files won’t open up 
directly in Photoshop the way you expectthem 
to, then it may be because the header is telling 
the Computer to open them up in some other 
program instead. To force open an image in 
Photoshop, drag the file icon on top of the 
Photoshop application icon or an alias or 
shortcut thereof, such as an icon placed in the 
dockoron the desktop. 
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Graphic Converter 

lf you are still having trouble trying 
to open a corrupted file, the Graphic 
Converter program can sometimes be 
quite effective at opening mildly corrupted 
image files. 


Save often 


It goes without saying that you should always remember to save 
often while working in Photoshop. Hopefully, you won’t come 
across many crashes when working with the latest Macintosh and 
PC operating systems, but that doesnT mean you should relax too 
much. The fact that Photoshop CS6 can now carry out automatic 


background saves is a real bonus, but there are still some pitfalls 
you need to be aware of. 

Choosing File o Save always creates a safe backup of your 
image, but as with everything else you do on a Computer, do 
make sure you are not overwriting the original with an inferior 
modified version. There is always the danger that you might make 
permanent changes such as a drastic reduction in image size, 
accidentally hit ‘Save’ and lose the original in the process. If this 
happens, there is no need to worry so long as you don’t close the 
image. You can always go back a step or two in the History panei 
and resave the image in the State it was in before it was modified. 

When you save an image in Photoshop, you are either resaving 
the file (which overwrites the original) or are forced to save a new 
version using the Photoshop file format. The determining factor 
here will be the file format the image was in when you opened 
it and how it has been modified in Photoshop. O ver the next few 
pages IT1 be discussing some of the different file formats you can 
use, but the main thing to be aware of is that some file formats do 
restrict you from being able to save things like layers, pen paths 
or extra channels. For example, if you open a JPEG format file in 
Photoshop and modify it by adding a pen path, you can choose File 
O Save and overwrite the original without any problem. However, 
if you open the same file and add a layer or an extra alpha channel, 
you won’t be able to save it as a JPEG any more. This is because 
although a JPEG file can contain pen paths, it cannot contain layers 
or additional channels, so it has to be saved using a file format that 
is capable of containing these extra items. 

I won’t go into lengthy detail about what can and can’t be 
saved using each format, but basically, if you modify a file and 
the modifications can be saved using the same file format that 
the original started out in, then Photoshop will have no problem 
saving and overwriting the original. If the modifications applied to 
an image mean that it can’t be saved using the original file format 
it will default to using the PSD (Photoshop document) format 
and save the image as a new document via the Save As dialog 
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(Figure 1.95). You can also choose to save such documents using 
the TIFF or PDF format. In my view, both TIFF and PSD formats 
are a good choice here for saving any master image since these file 
formats can contain anything thafs been added in Photoshop. 

Essentially, there are four main file formats that can be used to 
save everything you might add to an image such as image layers, 
type layers, channels and also support 16-bits per channel. These 
are: TIFF, Photoshop PDF, the large document format, PSB and 
lastly the native Photoshop file format, PSD. I now mostly favor 
using the TIFF format when saving master RGB images. 

When you choose File Close All, if any of the photos have 

been modified, a warning dialog alerts you and allows you to close 
all open images with or without saving them first. For example, if 
you make a series of adjustments to a bunch of images and then 
change your mind, with this option you can quickly close all open 
images if you don’t really need them to be saved. 

Background Saving 

The Background Save or Auto-Save is a recovery feature. In 
case of a crash it will allow you to recover data from any open 
files that you were working on which had been modified since 
opening. Note that this feature does not auto-save by overwriting 
the original file (which could lead to all sorts of problems). What 
Photoshop does is to auto-save copies of whatever you are working 
on in the background using the PSD format. In the event of a crash, 
the next time you launch Photoshop it will automatically open the 
most recent auto-saved copies of whatever you were working on. 

If you refer to page 106 in Chapter 2 you can read about how to 
configure the File Handling preferences to switch on this option 
and determine how frequently you wish to update the background 
save file. 

Normal saves 

As with all other programs, the keyboard shortcut for saving a file 
is: 130 If you are editing an image that has never been 

saved before or the image State has changed (so that what started 
out as a flattened JPEG, now has layers added), this action will pop 
the Save As.. .dialog. Subsequent saves may not show the Save 
dialog. But if you do wish to force the Save dialog to appear to 
save a copy version, then use: 


Closing unchanged files (Mac) 

On the Mac ^9-clicking the Close button 
on one open image will close all the others 
that remain unchanged. Any others that 
have had changes will stop to ask whether 
you want to save the changes or not. 

History saves 

While there is now an Auto-Save feature 
in Photoshop CS6, it is still not possible 
to save a history of everything you did 
to an image. However, if you go to the 
Photoshop preferences you can choose 
to save the history log information of 
everything that was done to the image. 

This can record a log of everything that 
was done during a Photoshop session and 
can be saved to a central log file or saved 
to the file’s metadata. 

The other thing you can do is go to the 
Actions panei and clickto record an action 
of everything that is done to the image. If 
you have the tool recording enabled, there 
is a reasonable chance that an action that 
can record things like brush strokes may 
be able to record a fuII record of what was 
done to an image while it was being edited 
in Photoshop. 
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Using Save As... to save images 

If the image you are about to save has started out as, say, a flattened 
JPEG, but now has layers, this will force the Save As dialog shown 
in Figure 1.95 to appear as you save. However, you can also choose 
‘File o Save As... ’ (I3 mQ any time you wish 

to save an image using a different file format, or if you want, you 
can save a layered image as a flattened duplicate. In the Save As 
dialog you have access to various save options and in the Figure 
1.95 example I was able to select the JPEG format when saving a 
layered, edited image. As you can see, a warning triangle appears to 
alert you if Fayers (or other non-compatible items) can’t be stored 
when choosing JPEG. In these circumstances, incompatible features 
like this are automatically highlighted and grayed out in the Save 
As dialog, and the image is necessarily saved as a flattened version 
of the master. 




Save As 


Save As: _MG_0939-Edit.jpg 


]s 


j [ gg , s ; nnl [ Çj SouthBank 


r DEVICES 

1 I Martin Evening f s Mac Prt> 
3 Macintosh HD 
y ÍDisk 
3 Scratch 


t-lirrl rkrln* .1 


Name 

_MG_OS5S.CR2 
_MG,0559XR2 
JV!GJ)S59,*mp 
„MC,0S6OXR2 
MG 0S61,CR2 


Format: 

Save: 


JPEG 


í As a Copy LJ Notes 

LJ AJ p ha C h an n e I s i ! S pot Co lo rs 

A Lave rs 

Color: □ Use Froof Setup: Working CMYK 

í Embed Color Profile: ProPhoto RGB 
A File must be saved as a copy with this selection. 


New Folder 


Date Modlhed 

QJfURQU 

07/12/2011 

07/12/2011 

07/12/2011 

07/12/2011 


0 


( Cancel ') ( Save 


Figure 1 -95 If the file format you choose to save in won’t support all the components 
in the image such as layers, then a warning triangle alerts you to this when you attempt to 
save the document, reminding you that the layers will not be included. Note that the Mac 
OS dialog shown here can be collapsed or expanded by clicking on the downward pointing 
disclosure triangle to toggle the expanded folder view. 
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File formats 

Photoshop supports nearly all the current, well-known image file 
formats. And for those that are not supported, you will find that 
certain specialized file format plug-ins are supplied as extras on 
the Photoshop application DVD. When these plug-ins are installed 
in the Plug-ins folder they allow you to extend the range of file 
formats that can be chosen when saving. Your choice of file format 
when saving images should be mainly determined by what you 
want to do with a particular file and how important it is to preserve 
all the features (such as layers and channels) that may have been 
added while editing the image in Photoshop. Some formats such 
as PSD and PSB are mainly intended for archiving master image 
files, while others, such as TIFF, are ideally suited for many types 
of uses and in particular, prepress work. Here is a brief summary of 
the main file formats in common use today. 

Photoshop native file format 

The Photoshop file format is a universal format and therefore 
a logical choice when saving and archiving your master files 
since the Photoshop (PSD) format will recognize and contain all 
known Photoshop features. There are a number of advantages to 
using PSD. Firstly, it can help you easily distinguish the master, 
layered RGB files from the flattened output files (which I usually 
save as TIFFs). Secondly, when saving layered images, the native 
Photoshop format is generally a very efficient format because it 
uses a run length encoding type of compres sion that can make the 
file size more compact, but without degrading the image quality in 
any way. LZW compression does this by compressing large areas 
of contiguous color such as a white background into short lengths 
of data instead of doggedly recording every single pixel in the 
image. The downside is that PSD is a poorly documented format. 

It arose at an early stage in Photoshop’s development and remains, 
essentially, a proprietary file format to Adobe and Photoshop. 

Smart PSD files 

Adobe InDesign and Adobe Dreamweaver will let you share 
Photoshop format files between these separate applications so that 
any changes made to a Photoshop file will automatically be updated 
in the other program. This modular approach means that most 
Adobe graphics programs can integrate with each other seamlessly. 


Maximum compatibility 

Only the Photoshop, PDF, PSB and TIFF 
formats are capable of supporting all the 
Photoshop features such as vector masks 
and image adjustment layers. The PSD 
format has been supported in Photoshop 
for as long as I have been using the 
program, but, as I say, remains poorly 
documented and poorly implemented 
outside of Photoshop. This is the main 
reason why, for Photoshop (PSD) format 
documents to be completely compatible 
with other programs (such as Lightroom), 
you must ensure you have the ‘Maximize 
PSD and PSB Compatibility’ checked in 
Photoshop’s File Handling preferences. 

The reason for this is because Lightroom 
is unable to read layered PSD files that 
don’t include a saved composite within the 
file. If PSD images fail to be imported into 
Lightroom, it is most likely because they 
were saved with this preference switched 
off. Looking ahead to the future, it is 
difficultto say if PSD will be supported 
forever. What we do know though is that 
the TIFF file format has been around 
longer than PSD and is certainly a well- 
documented format and integrates well 
with all types of image editing programs. 
TIFF is currently at version 6.0 and it is 
rumored ifs going to be updated to v 7.0 at 
some point in the near future. Meanwhile, 
even the Adobe engineers are suggesting 
that PSD is close to its end, and are now 
recommending the use of TIFF. 
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Saving 16-bit files as JPEGs 

For those who prefer to edit their images 
in 16-bit, it always used to be frustrating 
when you would go to save an image 
as a JPEG copy, only to find that the 
JPEG option wasn’t available in the Save 
dialog File Format menu. The reason for 
this is because 16-bit isn’t supported 
by the JPEG format. When you choose 
Save As... fora 16-bit image, the JPEG 
file format is actually available as a save 
option, whereby Photoshop carries out the 
necessary 16-bit to 8-bit conversion as 
part of the JPEG save process. This allows 
you to quickly create JPEG copies without 
having to temporarily convert the image 
back to 8-bit. Note, however, that only the 
JPEG file format is supported in this way. 


Large Document (PSB) format 

The PSD and TIFF file formats have a 30,000 x 30,000 pixel 
dimensions limit, while the PSD file format has a 2 GB file size 
limit and the TIFF format specification has a 4 GB file size limit. 
You need to bear in mind here that most applications and printer 
RIPs can’t handle files that are greater than 2 GB anyway and it 
is mainly for this reason that the above limits have been retained 
for all the main file formats used in Photoshop (although there 
are some exceptions, such as ColorByte’s ImagePrint and Onyx’s 
PosterShop, which can handle more than 2 GB of data). 

The Large Document (PSB) file format is provided as a special 
format that can be used when saving master layered files that 
exceed the above limits. The PSB format has an upper limit of 
300,000 x 300,000 pixels, plus a file size limit of 4 exabytes (that’s 
4 million terrabytes). This format is therefore mainly useful for 
saving extra long panoramic images that exceed 30,000 pixels in 
length, or when saving extra large files that exceed the TIFF 4 GB 
limit. You do have to bear in mind that only Photoshop CS or later 
is capable of reading the PSB format, and just like TIFF and PSD, 
only recent versions of Photoshop can offer full compatibility. 

TIFF (Tagged Image File Format) 

The main formats used for publishing are TIFF and EPS. Of the 
two, TIFF is the most universally recognized image format. TIFF 
files can readily be placed in QuarkXpress, InDesign and any other 
type of desktop publishing (DTP) program. The TIFF format is 
more open and unlike the EPS format, you can make adjustments 
within the DTP program as to the way a TIFF image will appear in 
print. As I mentioned earlier, it is also a well-documented format 
and set to remain as the industry standard format for archive work 
and publishing. Labs and output bureaux generally request that 
you save your output images as TIFFs, as this is the file format 
that can be read by most other imaging Computer systems. If you 
are distributing a file for output as a print or transparency, or for 
someone else to continue editing your master file, it will usually be 
safer to supply the image using TIFF. 

TIFFs saved using Photoshop 7.0 or later support alpha 
channels, paths, image transparency and all the extras that can 
normally be saved using the native PSD and PDF formats. Labs 
or Service bureaux that receive TIFF files for direct output will 
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normally request that a TIFF file is flattened and saved with the 
alpha channels and other extra items removed. For example, earlier 
versions of Quark Xpress had a nasty habit of interpreting any path 
that was present in the image file as a clipping path. 

Pixel order 

The Photoshop TIFF format has traditionally saved the pixel values 
in an interleaved order. So if you were saving an RGB image, the 
pixel values would be saved as clusters of RGB values using the 
following sequence: RGB RGB RGB. All TIFF readers are able to 
interpret this pixel order. The Per Channel pixel order option saves 
the pixel values in channel order, where all the red pixel values are 
saved first, followed by the green, then the blue. So the sequence 
used is: RRRGGGBBB. Using the Per Channel order can therefore 
provide faster read/write speeds and better compression. Most third- 
party TIFF readers should support Per Channel pixel ordering, but 
there is a very slim chance that some TIFF readers won’t. 


TIFF Options 



Pixel Order 

@ Interleaved (RCBRCB) 
O Per Channel (RRCCBB) 


Byte Order 
©IBM PC 
O Macintosh 

□ Save Image Pyramid 
Save Transparency 
Layer Compression 
© RLE (faster saves, bigger files) 
O ZIP (slower saves, smaller files) 
O Discard Layers and Save a Copy 


Figure 1 -96 This dialog shows the save options that are available when you save an 
image as a TIFF. 
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Redundant formats 

Note that the Filmstrip file format is no 
longersupported in Photoshop. The 
same applies to the PICT format as well. 
Photoshop is still able to read raster PICT 
files (though not QuickDraw PICTs), it just 
won’t allow you to write to the PICT file 
format. 

Photoshop CS6 TIFF additions 

Photoshop CS6 now allows for more bit 
depths when saving TIFF files. BIGTIFF 
files can now also be read in Photoshop. 
The BIGTIFF format is a variant of the 
standard TIFF format that allows you to 
extend beyond the 4 GB data limit (see 
page 72). The BIGTIFF file format is 
designed to be backward compatible with 
older TIFF readers in as much as it allows 
such programs to read the first 4 GB data 
as normal. In order to read file data that 
exceeds this limit, TIFF readers need to 
be able to read the BIGTIFF format, which 
Photoshop CS6 can now do. 

TIFF bit depths 

Prior to Photoshop CS6, Photoshop could 
read TIFF files that contained an even 
number bit depth, such as 2,4, 6, 8,10, 
etc, but could not read TIFF files that had 
odd number bit depths, such as 3, 5,7, 9. 
It is only really files that come from certain 
scientific cameras and medicai systems 
that create such files. Anyway, Photoshop 
CS6 now allows such files to be read. 


Byte order 

The byte order can be made to match the Computer system platform 
the file is being read on, but there is usually no need to worry about 
this and it shoukhTt cause any compatibility problems. 

Save Image Pyramid 

The Save Image Pyramid option saves a pyramid structure of 
scaled-down versions of the full resolution image. TIFF pyramid- 
savvy DTP applications (and there are none I know of yet) will 
then be able to display a good quality TIFF preview, but without 
having to load the whole file. 

TIFF compression options 

An uncompressed TIFF will usually be about the same megabyte 
size as the figure you see displayed in the Image Size dialog box, 
but the TIFF format in Photoshop offers several compression 
options. LZW is a lossless compression option, where the image 
data is compacted and the file size reduced, but without any 
image detail being lost. Saving and opening takes longer when 
LZW is utilized so some clients request that you do not use it. 

ZIP is another lossless compression encoding that like LZW is 
most effective where you have images that contain large areas of 
a single color. JPEG image compression offers a lossy method 
that can offer even greater leveis of file compression, but again be 
warned that this option can cause problems downstream with the 
printer RIP if it is used when saving output files for print. If there 
are layers present in an image, separate compression options are 
available for the layers. RLE stands for Run Length Encoding and 
provides the same type of lossless compression as LZW, and ZIP 
compression is as described above. Alternatively, you can choose 
Discard Layers and Save a Copy, which saves a copy version of the 
master image as a flattened TIFF. 

Flattened TIFFs 

If an open image contains alpha channels or layers, the Save dialog 
shown in Figure 1.95 indicates this and you can keep these items 
checked when saving as a TIFF. If you have Ask Before Saving 
Layered TIFF Files’ switched on in the File Saving preferences, a 
further alert dialog will wam you that ‘including layers will increase 
the file size’ the first time you save an image as a layered TIFF. 
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Photoshop PDF 

The PDF (Portable Document Format) is a cross-platform 
file format that was initially designed to provide an electronic 
publishing médium for distributing documents without requiring 
the recipient to have a copy of the program that originated the 
document. PDF files can be read in Adobe Acrobat or the free 
Adobe Reader ™ program, which will let others view documents 
the way they are meant to be seen, even though they may not have 
the exact same fonts that were used to compile the document. 

Adobe PDF has now gained far wider acceptance as a reliable 
and compact method of supplying pages to printers, due to its color 
management features and ability to embed fonts, and compress 
images. It is now becoming the native format for Illustrator and 
other desktop publishing programs and is also gaining popularity 
for saving Photoshop files, because it can preserve everything 
that a Photoshop (PSD) file can. Adobe Reader™ is free, and 
can easily be downloaded from the Adobe website. But the full 
Adobe Acrobat™ program is required if you want to distill page 
documents into the PDF format and edit them on your Computer. 

Best of all, Acrobat documents are small in size and can be 
printed at high resolution. I can create a document in InDesign and 
export it as an Acrobat PDF using the Export command. Anyone 
who has installed the Adobe Reader program can open a PDF 
document I have created and see the layout just as I intended it to 
be seen, with the pictures in full color plus text displayed using the 
correct fonts. The Photoshop PDF file format can be used to save 
all Photoshop features such as Layers, with either JPEG or lossless 
ZIP compression and is backwards compatible in as much as it 
saves a flattened composite for viewing within programs that are 
unable to fully interpret the Photoshop CS6 layer information. 

PDF securíty 

The PDF securíty options allow you to restrict file access to 
authorized users only. This means that a password will have to be 
entered before an image can be opened in either Adobe Reader, 
Acrobat or Photoshop. You can also introduce a secondary 
password for permission to print or modify the PDF file in Acrobat. 
Note: this levei of securíty only applies when reading a file in 
a PDF reader program and you can only password protect the 
opening of a PDF file in a program like Photoshop. Once opened, 


PDF versatility 

The PDF format in Photoshop is 
particularly useful for sending Photoshop 
images to people who don’t have 
Photoshop, but do have the Adobe 
Reader™ or Macintosh Preview programs 
on their Computer. If they have a full 
version of Adobe Acrobat™ they will 
even be able to conduct a limited amount 
of editing, such as the ability to edit the 
contents of a text layer. Photoshop is also 
able to import or append any annotations 
that have been added via Adobe Acrobat. 

Placing PDF files 

The Photoshop Parser plug-in allows 
Photoshop to import any Adobe Illustrator, 
EPS or generic single/multi-page PDF 
file. Using File o Place, you can select 
individual pages or ranges of pages from 
a generic PDF file, rasterize them and save 
them to a destination folder. You can also 
use File o Place to extract all or individual 
image/vector graphic files contained within 
a PDF document as separate image files 
(see Figure 1.98). 
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New PNG Save options 

The PNG file format is one that is very 
popular for Web design and sometimes 
a useful substitute for the JPEG format. 

In Photoshop CS6 the PNG Save dialog 
(shown below in Figure 1.97) contains 
some new file save options. These allow 
you to choose between no compression or 
‘Smallest’ compression. 


PNC Options 

Compression - (_ OK 

O None / Fast 

© Smallest / Slow S .— ^~ anCe * —s 

Interface 
© None 
O Interlaced 


Figure 1 -97 The PNG Save dialog. 


it will then be fully editable. Even so, this is still a useful feature to 
have, since PDF security allows you to prevent some unauthorized, 
first levei access to your images. There are two security options: 
40-bit RC4 for lower-level security and compatibility with 
versions 3 and 4 of Acrobat and 128-bit RC4, for higher security 
using Acrobat versions 5 or later. However, because the PDF 
specification is an open-source standard, some other PDF readers 
are able to bypass these security features and can open password- 
protected images! The security features are not totally infallible, 
but marginally better than using no security at all. 
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Figure 1.98 lf you try to open a generic Acrobat PDF from within Photoshop by 
choosing File o Open, or File o Place, you will see the Import PDF or Place PDF dialog 
shown here. This allows you to select individual or multiple pages or selected images only 
and open these in Photoshop or place them within a new Photoshop document. 


Adobe Bridge CS6 

Bridge (Figure 1.99) is designed to provide you with an 
integrated way to navigate through the folders on your Computer 
and complete compatibility with all the other Creative Suite 
applications. The Bridge interface allows you to inspect images in 
a folder, make decisions about which ones you like best, rearrange 
them in the content panei, hide the ones you don’t like, and so on. 

You can use Bridge to quickly review the images in a folder 
and open them up in Photoshop, while at a more advanced levei, 
you can perform batch operations, share properties between files 
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£ Adobe Bridge CS6 File Edit View Stacks Labei Tools Window Help 



EXPOR 




R.itmg' 


1BA0606.CR2 


1BA0607.CR2 


1BA0600 CR2 


1BA0610.CR2 


1BA0611.CR2 


17 - Adobe Bridge 


' 'MH FILMSTRIP METADATA OUTPUT ▼ 


■ Computer > ■ Ltbrary- MD > ■ Penonal Photo» > ■ UK > ■ Scotland 2011 > ■2011 > ■ r > > «17 > 

favo«i: rwBwr <: Twwr 

■ london C 

■ longleat 

■ longleat-2010 

■ Mulberry Tree 

■ Nila-bharatkumar 

■ Oxford 

■ Portsmouth 

■ Rowton 


Scotland 2011 



■ 2011 


• • 

■ 5 


1BA0565-Edit.tif 


* File Type 
Camera Raw image 
Quicktime video 
TIFF image 

Keyword* 

Date Modified 
Orientation 
Aipect Ratio 
Color Ptoftle 
ISO Speed Rating» 
Exposure Time 
Ápenure Value 
Focal tenglh 
len» 

Model 

Serial Number 
White Balance 
Camera Ra* 


1BA0600.CR2 




f /> 22.0 

1/8 

1 ae 

- 

| aa 

ISO 100 


Property Rclcase Statu» (Select Value) 

Property Release ld * 

' Camera Data lE.lÕ 
Camera Owner Name Martin Evemng 
Exposure Mode Manual 
Focal Length 75.0 mm 

Len» EF70-200 SUS II USM 
Max Aperture Value f/2.8 

Flash Did not hre 
Metenng Mode Evaluative 
Subjecí Distante 23.8 m 
Custom Rendered Normal Process 
White Balance Auto 
Scene Capture Typc Standard 
Make Canon 

umi*i r miam cnc.in* uvi 


34 itemi. 798 htdden. 1 selected - 30.92 MB (301 thumbnail extraction») 


Figure 1-99 The Bridge interface consists of three column zones used to contain the 
Bridge panei components. This allows you to customize the Bridge layout in any number of 
ways. For a complete overview of the components that make up the Bridge interface please 
referto Chapter 11. 
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Return to Photoshop 

As mentioned in the main text, you can 
toggle between Photoshop and Bridge by 
using tllQta GfflGB® keyboard 
shortcut. Once in Bridge you can use 
the same keyboard shortcut to return to 
Photoshop again, although to be more 
precise, this shortcut always returns you 
to the last used application. So if you 
had just gone to Bridge via lllustrator, the 
ISIBia 8001 ® shortcut will in 
this instance take you from Bridge back to 
lllustrator again. 


Figure 1,100 Ifyou clickonthe Switch 
to compact mode button (circled in red in 
Figure 1.99), this shrinks the Bridge window 
to a compact, content panei only view like the 
one shown here, and ifyou click on the button 
again (circled here in red), this will return you 
to a full window view again. Note that compact 
Bridge Windows are by default displayed in 
front of all other Windows on the display, even 
when you are working in another program (you 
can turn this off by disabling this option via 
the compact Bridge window options menu, 
circled here in blue). 


by synchronizing the metadata information, apply Camera Raw 
settings to a selection of images and use the Filter panei to fine- 
tune your image selections. It is very easy to switch back and 
forth between Photoshop and Bridge and one of the key benefits 
of having Bridge operate as a separate program is that Photoshop 
isn’t fighting with the processor whenever you use Bridge to 
perform these various tasks. Bridge started as a file browser 
for Photoshop and has evolved over the last six versions of the 
Creative Suite to provide advanced browser navigation for all 
programs in the Creative Suite. Having said that, there isn’t really 
much thafs new in this latest version. 

The Bridge interface 

Bridge can be accessed from Photoshop by choosing File o 
Browse in Bridge... or by using the ISI BCjj fsaiÊÊM S)) 
keyboard shortcut. You can also set the Bridge preferences so that 
Bridge launches automatically during the system login so that it 
is always open and ready for use. Bridge initially opens a new 
window pointing to the last visited folder location. You can have 
multiple Bridge Windows open at once and this is useful if you 
want to manage files better by being able to drag them from one 
folder to another. Having multiple Windows open also saves having 
to navigate back and forth between different folders. To make 
Bridge Windows more manageable, you can click on the ‘Switch to 
compact mode’ button (circled in red in Figures 1.99 and 1.100) to 
toggle shrinking/expanding a Bridge window. 

■f\f1/^ _ n 17 - Adobe Bridge 
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It makes sense to resize the Bridge window to fill the screen 
and if you have a dual monitor setup you can always have the 
Photoshop application window on the main display and the Bridge 
window (or Windows) on the other. Image folders can be selected 
via the Folders or Favorites paneis and the folder contents viewed 
in the content panei area as thumbnail images. When you click on 
a thumbnail, an enlarged view of the individually selected images 
can be seen in the Preview panei and images can be opened by 
double-clicking on the thumbnail. The main thing to be aware of 
is that you can have Bridge running alongside Photoshop without 
compromising Photoshop’s performance and it is considered good 
practice to use Bridge in place of the Finder/Explorer as your 
main tool for navigating the folders on your Computer system and 
opening documents. This can include opening photos directly 
into Photoshop, but of course, you can use Bridge as a browser to 
open up any kind of document: not just those linked to the Adobe 
Creative Suite programs. For example,Word documents can be 
made to open directly in Microsoft Word via Bridge. 


Slideshows 

You can also use Bridge to generate 
slideshows. Just go to the View menu 
and choose Slideshow, or use the 
fZIO m(M keyboard shortcut. 
Figure 1.102 shows an example of a 
slideshow and instructions on how to 
access the Help menu. 


Custom work spaces in Bridge 

The Bridge paneis can be grouped together in different ways and 
the panei dividers dragged, so for example, the Preview panei 
can be made to fill the Bridge interface more fully and there are 
already a number of workspace presets which are available to use 
from the top bar. In the Figure 1.101 example you can see Bridge 
being used with the Output workspace setting, which offers a 
special Output Preview panei for previewing print layouts directly 
in Bridge before you proceed to make a print. 


Opening files from Bridge 

There are a lot of things you can do in Bridge by way of managing 
and filtering images and other files on your Computer. You will find 
a more detailed analysis of Bridge in Chapter 11. For now, all that 
you really need to familiarize yourself with are the Favorites and 
Folders paneis and how you can use these to navigate the folder 
hierarchy. The Content panei is then used to inspect the folder 
contents and you can use the Preview panei to see an enlarged 
preview of the image (or images) you are about to open. Once 
photos have been selected, just double-click the images within the 
Content panei (not the Preview panei) to open them directly into 
Photoshop. 
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13 - Adobe Bndüe 



Figure 1,101 You can usethe different workspaces to quickly switch Bridge layouts. 
This example shows the Output workspace in use, which one can use to edit print or Web 
gallery layouts. 



Figure 1.102 You can usethe Bridge application Viewo Slideshow modeto display 
selected images in a slideshow presentation, where you can make all your essential 
review and edit decisions with this easy-to-use interface (press the (3 key to call up the 
Slideshow shorteuts shown here). 
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Mini Bridge 

The main Bridge program has a little cousin called Mini Bridge, 
which rather than being an alternative, standalone application, is 
something you add as a Photoshop extension panei (see sidebar). 
It can be viewed as an add-on feature for Bridge rather than a 
replacement as such. I see this as offering a simpler user interface 
for doing the types of things photographers need to do most. It 
provides a simplified interface for image browsing, but without 
offering refinement features such as keyword sorting, metadata 
editing, or Web and print output. While Mini Bridge is unlikely 
to replace all your main Bridge needs, it arguably allows you to 
browse more conveniently from within the Photoshop interface. 
Hopefully, it will encourage more Photoshop users to work with 
Bridge. 


Launching Mini Bridge 

To launch Mini Bridge you can go to the 
Window menu and choose Extensions 
o Mini Bridge. You can then open Mini 
Bridge via the File menu in Photoshop 
(providing the main Bridge program is also 
open in the background). To go directto 
the main Bridge program, click on the Br 
button circled in Figure 1.103. 



Figure 1-103 Mini Bridge is shown here as an open panei from ifs default position 
docked to the bottom of the Application window. 
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Full Screen mode 

lf you click on the Full Screen mode button 
in Camera Raw (circled below in blue), you 
can quickly switch the Camera Raw view to 
Full Screen mode. 


Whafs new in Camera Raw 7.0 

Camera Raw 7.0 offers some further image processing refinements. 
In particular, there is now a new Process 2012 option in which the 
main Basic panei Controls have been completely revised to provide 
more extensive editing capabilities for both raw and non-raw 
images. In fact, if you are familiar with the image editing Controls 
in Adobe Revel for tablet devices, you’11 already have seen how 
these work. The main Process 2012 sliders are also available as 
localized adjustments, along with new Temp and Tint adjustment 
Controls. Lastly, the Tone Curve panei now also offers an RGB 
point curve editing option. 
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Figure 1,104 When you select a single raw image in Bridge, and double-clickto open, 
you will see the Camera Raw dialog shown here. The Basic panei contrais are a good 
place to get started, but as was mentioned in the text, the Auto button can often apply an 
adjustment that is ideally suited for mosttypes of images. Once you are happy, click on the 
Open Image button atthe bottom to open it in Photoshop. 


82 





























































Chapter 1 


Photoshop Fundamentais 


Opening photos from Bridge via Camera Raw 

If you double-click to open a raw or DNG image via Bridge, 
these will automatically open via the Camera Raw dialog shown 
in Figure 1.104, where Photoshop will host Camera Raw. 
Alternatively, if you choose File o Open in Camera Raw... via 
the Bridge menu, this will open the file in Camera Raw hosted by 
Bridge. The advantage of doing this is that it allows you to free up 
Photoshop to carry on working on other images. If you choose to 
open multiple raw images you will see a filmstrip of thumbnails 
appear down the left-hand side of the Camera Raw dialog, where 
you can edit one image and then sync the settings across all the 
other selected photos. There is also a preference setting in Bridge 
that allows you to open up JPEG and TIFF images via Camera 
Raw too. 

The whole of Chapter 3 is devoted to looking at the Camera 
Raw Controls and I would say that the main benefits of using 
Camera Raw is that any edits you apply in Camera Raw are non- 
permanent and this latest version in Photoshop CS6 offers yet 
further major advances in raw image processing. If you are still a 
little intimidated by the Camera Raw dialog interface, you can for 
now just click on the Auto button (circled in red in Figure 1.104). 
When the default settings in Camera Raw are set to Auto, Camera 
Raw usually does a pretty good job of optimizing the image 
settings for you. You can then click on the ‘Done’ or ‘Open Image’ 
button without concerning yourself too much just yet with what all 
the Camera Raw Controls do. This should give you a good image 
to start working with in Photoshop and the beauty of working with 
Camera Raw is that you never risk overwriting the original master 
raw file (but do heed the warning in the sidebar about saving raw 
TIFF files). If you don’t like the auto settings Camera Raw gives 
you, then it is relatively easy to adjust the tone and color sliders 
and make your own improvements upon the auto adjustment 
settings. 


Saving from raw files 

If you save an image thafs been opened 
up from a raw file original, Photoshop will 
by default suggest you save it using the 
native Photoshop (PSD) file format. You 
are always forced to save it as something 
else and never to overwrite the original 
raw image. Most rawformats have unique 
extensions anyway like .crw or .nef. 
However, Canon did once decide to use 
a .tif extension for some of their raw file 
formats (so that the thumbnails would show 
up in their proprietary browser program). 
The danger here was that if you overrode 
the Photoshop default behavior and tried 
saving an opened Canon raw image as a 
TIFF, you risked overwriting the original 
raw file. 
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Photoshop code names 

Nearly every version of the Photoshop 
beta program has traditionally contained 
a reference to a music track or a movie. 
Past honored music artists have included: 
Adrian Belew, William Orbit and Lou Reed. 

Photoshop On-line 

Photoshop On-line. .. is available from 
the Help menu and lets you access any 
late-breaking information along with on¬ 
line help and professional Photoshop tips. 
Photoshop help is also available as a PDF 
(there’s a link in the upper right corner of 
the Help page). 


Easter eggs 

We’ll round off this chapter with some of the hidden items that are 
in Photoshop. If you drag down from the system or Apple menu 
to select About Photoshop..., the splash screen reopens and after 
about 5 seconds the text starts to scroll telling you lots of stuff 
about the Adobe team who wrote the program, etc. Hold down 
Q and the text scrolls faster. Last, but not least, you’11 see 
a special mention to the most important Photoshop user of all... 
Now hold down ISi Mfflà WÊ and choose About Photoshop... Here, 
you will see the Superstition beta test version of the splash screen 
(Figure 1.105). When the credits have finished scrolling, carefully 
Q ®B-click in the white space above the credits (and below 
Superstition) to see what are known as Adobe Transient Witticisms 
appearing one at a time above the credits. Being a member of the 
team that makes Photoshop has many rewards, but one of the perks 
is having the opportunity to add little office in-jokes in a secret 
spot on the Photoshop splash screen. It’s a sign of what spending 
long hours building a new version of Photoshop will do to you. 

And if you are looking for the Merlin begone Easter egg, associated 
with the Layers panei options, well, Merlin is truly begone now! 



Figure 1.105 The Superstition beta splash screen. 
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I n order to get the best performance out of Photoshop, 
you need to ensure that your Computer system has been 
optimized for image editing work. When I first began 
writing the ‘Photoshop for Photographers’ series of books, 
it was always necessary to guide readers on how to buy the 
most suitable Computer for Photoshop work and what hardware 
specifications to look for. These days I would say that almost any 
Computer you buy is now capable of running Photoshop and can 
be upgraded later to run Photoshop faster. As always, I try to avoid 
making distinctions between the superiority of the Macintosh or 
PC Systems. If you are an experienced Computer user, you know 
what works best for you. I just so happen to mostly use a Mac and 
that is why nearly all the screen shots have been captured using the 
Mac system interface. The same argument would apply if I were 
mainly a Windows PC user. This shoukhTt be a big deal. 
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64-bit Processing support 

lt is well worth installing as much RAM 
memory as possible in your Computer, 
as the RAM figures quoted here are 
the minimum recommended amounts. 
Personally, I would advise installing at 
least 4 GB RAM if you can. If you are 
working with a 32-bit operating system on 
a Windows platform you will only be able 
to install a 32-bit version of Photoshop 
CS6 and allocate up to 4 GB (less whatever 
the operating system frameworks take 
up, so effectively up to around 3.5 GB). 
However, 64-bit Processing is nowthe new 
standard for the latest Computer hardware 
and this is the only option supported on 
the Mac platform now. If you are running 
a 64-bit operating system, you can install 
a 64-bit version of Photoshop CS6, which 
offers the key benefit of letting you take 
advantage of having more than 4GB of 
RAM memory installed in your Computer. 
This will have the potential to boost the 
speed for some operations (like the time it 
takes to open large documents). 

For more information on this subject, 
check out Scott Byer’s Adobe blog: 
http://tinyurl.com/yusmq9, as well as John 
Nack’s coverage of this topic at: 
http://tinyurl.com/y7dnlgu. 


What you will need 

Today’s entry levei Computers contain everything you need to get 
started running Photoshop, but here is a guide to the minimum 
system requirements for Macintosh and Windows system 
computers. 

Macintosh 

Photoshop CS6 can only be run on the latest Intel-based Macs 
running Mac OS 10.6 or later in 64-bit only. The minimum RAM 
requirement is 1 GB (but more RAM memory is recommended), 
plus Photoshop CS6 requires an estimated 2 GB of free hard disk 
space to install the program. You will also need a DVD-ROM drive 
and a Computer display with at least a 1024 x 768 pixel resolution 
driven by a 16-bit (or greater) graphics card with at least 256 MB 
video RAM. All the current range of Apple Macintosh computers 
are capable of meeting these requirements, although with some of 
the older Intel Mac computers you may need to upgrade the video 
graphics card. 

Windows 

Photoshop CS6 can run on Intel Xeon, Xeon Dual, Centrino or 
Pentium 4 processors, and AMD equivalents running Windows® 
XP with Service Pack 3 or higher, as well as Windows® Vista 
with Service Pack 1, Windows 7 and it will be able to work with 
Windows 8. The minimum RAM requirement is 1 GB (but more 
is recommended) and Photoshop CS6 requires an estimated 1 GB 
of free hard disk space to install the program. You will also need a 
DVD-ROM drive and a Computer display with at least 1024 x 768 
pixel resolution driven by a 16-bit (or greater) graphics card with 
at least 256 MB video RAM. Almost any new PC system you buy 
should have no trouble meeting these requirements, but if you have 
an older Computer system, do check that you have enough RAM 
memory and a powerful enough graphics card. 
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The ideal Computer setup 

Your Computer working environment is important. Even if space 
is limited there is much you can do to make your work area 
an efficient place to work in. Figure 2.1 shows a typical, ideal 
Computer setup. Firstly, the walls in this office are painted neutral 
gray with paint I was able to get from a local hardware store. 

When dried and measured with a spectrophotometer, I found this 
paint color to be almost perfectly neutral in color. The under shelf 
lighting uses cool íluorescent strips that bounce off behind the 
displays to avoid any light hitting the screens directly. Here, you 
can see that I have a large, NEC ECD display hooked up to a tower 
Computer with an internai DVD drive. I have a Wacom graphics 



Figure 2.1 This shows what I might regard as an ideal basic Photoshop setup. This 
features a tower Computer with plenty of RAM mernory, a high quality calibrated display, a 
graphics input tablet, a removable backup drive and a UPS device to protect against power 
surges orcut-outs. Thewall is painted neutral gray to absorb light and reducethe risk 
of color casts affecting what is seen on the display. The lighting comes from a daylight 
balanced tube which backlights the display. I usually have the light levei turned down quite 
low, in orderto maximize the monitor viewing contrast. 
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Chip speed 

Microchip processing speed is expressed 
in megahertz, but performance speed 
also depends on the chip type. A 2 GHz 
Pentium class 4 chip is not as fast as a 
2 GHz Intel Core Duo processor. Speed 
comparisons in terms of the number of 
megahertz are only valid between chips 
of the same series. Many of the latest 
computers are also enabled with twin 
processors or more, although having extra 
cores is mainly beneficiai when running 
certain types of filter operations. Another 
crucial factor is the bus speed, which 
refers to the speed of data transfer from 
RAM memory to the CPU (the central 
Processing unit, i.e. the chip). CPU 
performance can be restricted by slow 
system bus speeds, so faster is definitely 
better, especially for Photoshop work 
where large chunks of data are being 
processed. More recently, Photoshop 
has sought to take advantage of OpenGL 
(and now Open CL) enabled video cards 
to speed up some aspects of Photoshop’s 
image processing. 

Eizo ColorEdge 

Eizo have established themselves as 
offering the finest quality LCD displays 
for graphics use. The ColorEdge CG301 
is the flagship model in the range. The 
30” wide screen is capable of providing 
uniform screen display from edge to edge, 
encompasses the Adobe RGB gamut and 
comes with ColorNavigator calibration 
software that can be used with X-Rite 
calibration devices. This display is more 
expensive than most, but is highly prized 
forits color fidelity. 


pad and pen to work with as an input device and also an externai 
hard drive for backing up data to. As your requirements grow you 
will probably need to have more externai drives and if you can 
afford it, I highly recommend working with two large displays side 
by side. 

It is also important to choose an operator chair that is 
comfortable to sit in for long periods of time. Ideally you want a 
chair that has arm rests and adjustable seating positions so that 
your wrists can rest comfortably on the table top. The Computer 
display monitor should be adjusted so that it is levei with your line 
of sight, or slightly lower. 

Once you start building an imaging workstation, you will soon 
end up with lots of electrical devices. While these in themselves 
may not consume a huge amount of power, do take precautions 
against too many power leads trailing from a single power point. 

To prevent damage or loss of data from a sudden power cut, I 
suggest you place an uninterruptible power supply unit (UPS) 
between your Computer and the mains source. These devices can 
also smooth out any voltage spikes or surges in the electricity 
supply (see “Protecting the power supply” on page 100). In 
Figure 2.1 the Computer and display are both connected to a power 
supply unit in the right-hand corner. 

Choosing a display 

The display is one of the most important components in your 
Computer setup. It is what you will spend all your time looking at 
as you work in Photoshop and you really don’t want to economize 
by buying a cheap display that is unsuited for graphics use. The 
only ones you can buy these days are liquid crystal displays 
(LCDs), which range in size from the small screens used on 
laptop computers to big 30" desktop displays. An LCD display 
contains a translucent film of fixed-size liquid crystal elements that 
individually filter the color of a backlit, íluorescent or LED light 
source. Therefore, the only hardware adjustment you can usually 
make is to adjust the brightness of the backlit screen. The contrast 
of an LCD is also fixed, but LCDs are generally more contrasty 
than CRT monitors ever were, which is not a bad thing when doing 
Photoshop work for print output. 

Because LCDs are digital devices they tend to produce a more 
consistent color output, but they do still need to be calibrated and 
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profiled of course. Once profiled though, the display’s performance 
should remain fairly consistent over a long period of time. On 
the other hand, with some displays there may be some variance 
in the image appearance depending on the angle from which you 
view the display, which means that the color output of an LCD 
may only appear correct when the display is viewed front on. This 
very much depends on the design of the LCD display unit and the 
worst examples of this can be seen with ultra-thin laptop screens. 
However, the evenness of output from high quality desktop LCD 
screens is certainly a lot more consistent these days. The higher 
grade LCD screens do feature relatively good viewing angle 
consistency, are not too far off from providing a neutral color at a 
D65 white balance, and won’t fluctuate much in performance. As 
with everything else in life, you get what you pay for. 

Video cards 

The graphics card in your Computer is what drives the display. It 
processes all the pixel information and converts it to draw the color 
image thafs seen on the display. An accelerated graphics card can 
let you to do several things. It can allow you to run your display 
at higher screen resolutions, hold more image display view data in 
memory and can use the display profile information to finely adjust 
the color appearance. When more of the off-screen image data is 
able to be held in video memory the image scrolling is enhanced 
and this generally provides faster display refreshes. In the old days, 
computers would be sold with a limited amount of video memory 
and if you were lucky you could just about manage to run a small 
display in millions of colors. These days a Computer is likely to 
be equipped with a good, high performance graphics card that is 
easily capable of meeting all your needs. A modern video card 
will typically have at least 256 MB of dedicated memory, which 
is enough to satisfy the minimum requirements for Photoshop 
CS6. However, with the advent of the latest OpenGL and OpenCL 
features in Photoshop, it is now worth considering video cards 
that were previously only necessary for gaming and 3D work. In 
a sidebar on the following page I outline some of the advantages 
these can bring. Also, check the Adobe Help site to find out 
which OpenGL and OpenCL video cards are designated as being 
compatible for Photoshop use. 


NEC LCD3090 

The NEC LCD3090 30” display has won 
a lot of praise from industry color gurus 
and is what I use as my main display. 

This display is a huge improvement upon 
the old, 30” Apple Cinema display which 
I now use as the secondary monitor. 
Meanwhile, Apple’s passion for glossy 
displays means that their newer displays 
are actually worse than the old ones. I have 
found it impossible to calibrate the new 
iMac displays and make them useable for 
Photoshop image editing. The only viable 
solution has been to run a secondary 
display off the iMac I take on location, 
which kind of defeats the reason for having 
an iMac inthefirstplace. 

Support for 30-bit display output 

Photoshop CS6 is able to support 
30-bit displays (1 0-bits per channel) for 
improved bit-depth viewing provided 
that the monitor hardware, the graphic 
card and operating system, all support 
30-bit. If so, Photoshop can render the 
video data into 30-bit buffers. The latest 
Windows operating systems are capable 
of supporting this fully. It is claimed that 
Mac OS X 10.7 (Lion) can do so too, 
though what the Lion operating system 
actually does is to dither the 30-bit video 
output to 24-bit (which isn’t true 30-bit, 
but something slightly betterthan 24-bit). 

It is therefore only Windows users who can 
really take advantage of this feature. 
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OpenGL and OpenCL 

The graphics processor can often fit more 
Processing into its schedule due to its 
very high clockspeed. When allowed, it 
can give up some of its available cycles to 
help out the central processor unit (CPU) 
and provide additional Processing power. 
The first implementation of this has been 
OpenGL, where OpenGL enabled cards can 
share certain graphics tasks (such as zoom 
and flick panning), freeing up the CPU. 
OpenCL does not confine itself to graphics, 
but can help with any computer-intensive 
task. Naturally, applications must be written 
specifically to take advantage of what 
OpenCL offers. So far, in Photoshop CS6 
the added benefits of OpenCL only affect 
the performance of the Blur Tools. If you 
want to take advantage of what OpenGL and 
OpenCL can offer in Photoshop, it might be 
necessary to purchase a new video card. 

At the time of writing, there is a long list of 
video cards capable of providing OpenGL 
support in Photoshop CS6 for Mac OS X 
10.6 (or later), Windows Vista and limited 
support for Windows 7. Adobe do list 
the GPU cards that are recommended for 
Photoshop use, but it is difficultthough to 
point to any one group of cards and say 
these are best. The OpenGL performance in 
Photoshop is down to not just the card, but 
also the Computer platform and operating 
system used. 

Adding a second display 

To run a second display you may need to 
buy an additional video graphics card that 
will provide a second video port. You’11 then 
be able to contain all the Photoshop paneis 
on the second screen and keep the main 
display area clear of clutter. 


Display calibration and profiling 

We now need to focus on what is the most important aspect of 
any Photoshop system: getting the display to show your images 
in Photoshop correctly and ensure that the display colors can be 
relied upon to match the print output. This basic advice should be 
self-evident, because we all want our images in Photoshop to be 
consistent from session to session and match in appearance when 
they are viewed on another user’s system. 

The initial calibration process should get your display close to 
an idealized State. The next step is to build a display profile that 
describes how well the display actually performs after it has been 
calibrated, which at a minimum describes the white point and 
chosen gamma. The more advanced LCD displays such as the Eizo 
ColorEdge and NEC LCD3090 do provide hardware calibration for 
a more consistent and standardized output, but the only adjustment 
you can make on most LCD displays is to adjust the brightness. 

Calibration hardware 

Lefs now look at the practical steps for calibrating your display. 
First, get rid of any distracting background colors or patterns on 
the Computer desktop. Consider choosing a neutral color theme 
for your operating system (the Mac OS X system has a graphite 
appearance setting especially for Photoshop users). If you are 
using a PC, go to Control Paneis o Appearance & Personalization 
O Window Color and Appearance. I then suggest you choose the 
Graphite theme and adjust the Color Intensity slider as desired. 

This is all very subjective of course, but personally I think these 
adjustments improve the look of both operating systems. 

The only reliable way to calibrate and profile your display is 
by using a hardware calibration system. Some displays, such as 
the LaCie range can be bought with a bundled hardware calibrator, 
but there are many other types of stand-alone calibration packages 
to consider. The Color Vision Monitor Spyder and Spyder2Pro 
Studio are affordable and are sold either with PhotoCal or the more 
advanced OptiCal software. Colorimeter devices can only be used 
to measure the output from a display. Unlike the more expensive 
spectraphotometers, you can’t use them to measure print targets, 
but when it comes to profiling a display they are just as good. 
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1 An uncalibrated and unprofiled display cannot be relied on to 2 The calibration process simply aims to optimize the display for 

provide an accurate indication of how colors should look. brightness and get the luminance within a desired range. 



3 The profiling process takes into accountthetargetwhite balance 
and gamma. The profiling process also measures how a broad range 
of colors are displayed. 


4 To create a profile of this kind you need a colorimeter device. A 
calibrator such as the X-Rite il Display 2 or il Photo with the il Match 
or Profile Maker Professional software can be used, although 
there are now several other devices that are egually as good. Once 
calibrated and profiled, you will have a Computer display that can be 
relied upon when assessing how your colors will reproduce in print. 
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Figure 2.2 This shows the operating 
system Appearance options for Macintosh 
(top) and Windows Vista (bottom). 



Figure 2.3 The X-Rite il Photo is a popular 
spectrophotometer that can be used with the 
accompanying software, to calibrate and build 
an ICC profileforyourdisplay. 


The X-Rite product range includes the il system, which is 
available in several different packages. The il Photo (Figure 2.3) 
is an emissive spectrophotometer that can measure all types of 
displays and build printer profiles too when used in conjunction 
with the ProfileMaker 5 or il Match software, while the EZ Color 
is a low cost colorimeter device bundled with the il Display 2 
software. The newest product in their range is the ColorMunki 
Photo, which is an integrated calibration/profiling device that can 
work with everything, including LCD beamer projectors. 

If all you are interested in is calibrating and profiling a 
Computer display, there is no great advantage in choosing a 
spectrophotometer over the more economically priced colorimeter 
devices. Whatever you do, I certainly advise you to include a 
calibrator/software package with any display purchase. 

The calibration/profiling procedure 

Over the next few pages I have shown how to use the il Match 
3.6.2 software with an X-Rite monitor calibration device and 
described the steps that would be used for an advanced display 
calibration. Other calibration software packages will differ of 
course, but the basic principies should be similar to other software 
programs. The first step is to select the type of device you want 
to calibrate (in this instance, an LCD display) and then select the 
Basic or Advanced options. 

White point 

The white point information tells the video card how to display 
a pure white on the screen so that it matches a specific color 
temperature. Unlike the old CRT displays, it is not possible to 
physically adjust the white point of an LCD screen. For this 
reason, it is usually better to select the native white point option 
when calibrating an LCD display (as shown in Figure 2.4), rather 
than calibrate to a prescribed white point value. Remember that 
all colors are seen relative to what is perceived to be the whitest 
white in a scene and the eye naturally compensates from the white 
point seen on the display to the white point used by an alternative 
viewing light source (see accompanying sidebar on the white point 
setup). 


92 































Chapter 2 


Configuring Photoshop 


Gamma 

The gamma setting tells the video card how much to adjust the 
midtone leveis compensation. You typically have three options 
to choose from here: 1.8, 2.2 or Native Gamma. Quite often you 
are told that PC users should use 2.2 gamma and Macintosh users 
should use 1.8 gamma. But 2.2 can be considered the ideal gamma 
setting to use regardless of whether you are on a Mac or a PC. You 
can build a correct display profile using a 1.8 gamma option, but 
2.2 is closer to the native gamma of most displays. However, in 
Figure 2.4 you can see that I actually selected the Native Gamma 
option. Most LCD screens have a native gamma that is fairly close 
to 2.2 anyway, and if you choose ‘native’ rather than 2.2 you can 
create a satisfactory display profile without forcing the video card 
to stretch the display leveis any more than is necessary. 

Luminance 

You need to make sure that the brightness of the LCD display is 
within an acceptable luminance range. The target luminance will 
vary according to which type of display you are using and a typical 
modern LCD display will have a luminance of 250 candeias m 2 or 



Figure 2.4 I like using the ilMatch software because itiseasyto setup and use. Inthis 
case, I wanted to calibrate and profile an LCD display. I set the white point and Gamma to 
‘Native’ and the luminance to 120 candeias m 2 , which is a recommended target setting for 
desktop LCD displays. 


White point setup 

There is a lot of seemingly conflicting 
advice out there on how to set the white 
point in a calibration setup. In the days 
when CRT displays were popular there 
was a choice to be made between a 5000K 
and a 6500K white point for print work. 

My advice then was to use 6500K, since 
most CRT displays would run naturally 
at a white point of 6500K, although some 
people regarded 5000K as being the 
correct value to use for CMYK proofing 
work. In reality though, the whites on your 
display would appear far too yellow at this 
setting. 6500K may have been cooler than 
the assumed 5000K standard, but 6500K 
proved to be much betterfor image editing 
viewing. These days, most LCD displays 
have a native color temperature that is 
around 6000—7000K and it is now (mostly) 
considered bestto choose the native white 
point when calibrating and profiling an 
LCD display. 

The main thing to remember here is 
that your eyes adjust quite naturally to the 
white point color of any display, in the 
same way as your eyes constantly adjust 
to the fluctuations in color temperature of 
everyday lighting conditions. Therefore, 
your eyes will judgeall colors relative 
to the color of the whitest white, so the 
apparent disparity of using a white point 
for the display that is not exactly the same 
as that of a calibrated viewing lightbox is 
not something you should worry about. As 
I say, when it comes to comparing colors, 
your eyes will naturally adapt as they move 
from the screen to a viewing lightbox. 
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Display gamma and brightness 

Note that the gamma you choose when 
creating a display profile does not 
affect howlightordarkan image will be 
displayed in Photoshop. This is because 
the display profile gamma only affects how 
the midtone leveis are distributed. Whether 
you use a Mac or PC Computer, you 
should ideally choose the native gamma or 
a gamma of 2.2. 

The Macintosh 1.8 gamma option 

The link between 1.8 gamma and the 
Macintosh system dates back to the early 
days of Macintosh computing when the 
only printeryou could use with the Mac 
was an Apple black and white laser printer. 
At the time, it was suggested that the best 
way to match the screen appearance to the 
printer was to set the monitor gamma to 
1.8.1 once asked an engineerwho designs 
display calibration software why they still 
included 1.8 gamma as an option and he 
replied that it’s only there to comfort Mac 
users who have traditionally been taught to 
use 1.8. So nowyou know. 


more at its maximum luminance setting, which is way too bright 
for image editing work in subdued office lighting conditions. 

A target of around 120-140 candeias m 2 is ideal for a desktop 
LCD display and for laptops, the ideal luminance to aim for is 
around 100-110 CD m 2 . 

It is important to note that as displays get older they do tend to 
lose brightness, which is one of the reasons why you will need to 
use a calibration device (like the X-Rite il Photo shown in Figure 
2.3) to recalibrate the display from time to time. There may also 
come a point where the display becomes so dim that it can no 
longer be successfully calibrated or considered reliable enough for 
Photoshop image editing. 

Device calibration and measurement 

With the il Match software you will be asked to calibrate the 
device (Figure 2.5) before proceeding to measure the brightness 
of the display (Figure 2.6). It is at this stage that the Luminance 
indicator appears and you can tweak the display brightness until 
the target luminance is reached. 

The profiling process 

When you click on the forward arrow button in Figure 2.6, 
ilMatch will start flashing a series of colors on the screen, while 
the calibration device measures these. Once it has completed doing 
this, it generates a display profile named with the current date. All 
you have to do then is click OK to establish this as the new display 
profile to use so that it replaces the previous profile. You might also 
want to set a reminder for when the next monitor profile should 
be made. With LCD displays, regular calibration is not quite 
so criticai and it will probably be enough for you to profile the 
display just once a month or so. Also, do you really need to hang 
on to your old display profiles? I recommend that you purge the 
Colorsync Profiles folder on your system of older display profiles 
to avoid confusion. All you really need is one good, up-to-date 
profile for each display. 
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Figure 2.5 Here, ilMatch asksyou to calibrate the device, by placing it on the base unit 
to measure the white tile, before hanging the device overthe screen. 
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Is the display too bright? 

These days, some LCD displays can be 
way too bright for digital imaging work. I 
recently tried to calibrate one of the new 
glossy Apple displays and measured 
a brightness of 250 candeias m 2 at the 
minimum brightness setting. Brand new 
LCD displays do lose their brightness after 
a 100 hours orso of use, which may make 
them become more useable. However, 
some of the new glossy displays appear 
to be incapable of revealing detail in the 
extreme highlight range. The thing is, 
these types of displays may look great for 
playing video games and watching TV, but 
they are not ideal for image editing work. 
This isn’t just a problem with Apple, there 
are lots of unsuitable displays out there, 
which is why I now recommend purchasing 
a display that is specifically designed with 
digital image editing in mind. 
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Figure 2.6 In this step you are asked to set the contrast to maximum (skip this step if 
calibrating an LCD) and then adjustthe brightness. il Match measures the current display 
brightness and shows you the measured value in a separate window. You can then adjust 
the display hardware brightness contrais until you get a good match. 
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Figure 2.7 Finally, the ilMatch software will start measuring asequence of colorsthat 
are flashed up on the display and from this build an ICC profile of the display, which is 
automatically saved to the correct system folder, where itwill be picked up by the system 
and referenced by Photoshop’s color management system. 


Do you want good color or just OK color? 

Let me summarize in a few paragraphs why you should pay special 
attention to how your images are displayed in Photoshop and why 
good color management is essential. 

These days the only real option is to buy a good quality LCD 
display that is designed for graphic use. Once you have chosen a 
good display you need to consider how you are going to calibrate 
and profile it. This is crucial and if done right it means you can 
trust the colors you see on the display when determining what 
the print output will look like. In the long run you are going to 
save yourself an awful lot of time and frustration if you calibrate 
and profile the display properly right from the start. Not so long 
ago, the price of a large display plus a decent video card would 
have cost a small fortune and display calibrators were considered 
specialist items. These days, a basic display calibration and 
profiling device can cost about the same as an externai hard 
drive, so I would urge anyone setting up a Computer system for 
Photoshop to put a display calibrator and accompanying software 
package high on their spending list. 
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All the display calibrator products I have tested will 
automatically place the generated display profile in the correct 
system folder so that you are ready to start working straight away 
in Photoshop with your display properly calibrated and with the 
knowledge that Photoshop automatically knows how to read the 
profile you have just created. 


Color management settings 

One of the very first things you should do after installing 
Photoshop is to adjust the color management settings. The default 
Photoshop Color Settings are configured using a general setting 
for the region you live in, which will be: North America, Europe or 
Japan. If you are using Photoshop for design work or photography, 
you will want to change this to a regional ‘prepress’ setting. Go to 
the Edit menu and select Color Settings, which opens the dialog 
shown in Figure 2.8. Next, go to the Settings menu and select one 
of the prepress settings. The individual prepress settings only differ 
in the default RGB to CMYK conversions that are used, and these 
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Eyeball calibration 

Another option is to use a non-device 
calibration method, such as the Display 
Calibration Assistant that is part of the 
Mac OS X operating system. This is better 
than doing nothing, but is still not a proper 
substitute for proper hardware calibration 
and profiling. If you don’t invest in a 
calibration/measuring device, your only 
other option is to load a canned profile for 
the display and keep your fingers crossed. 
This approach is better than doing nothing 
but rarely all that successful, so I would 
still urge you to consider buying a proper 
calibration device and software package. 

CMYK prepress settings 

The latest Europe prepress 3 setting 
utilizes the Coated FOGRA39 CMYK 
profile. This supersedes the former Coated 
F0GRA27 profile, though there may be 
some printers who will prefer the use of 
F0GRA27, so it is worth checking if you 
are asked to produce European CMYK 
conversions. 


Figure 2.8 The Photoshop Color Settings. All th e Photos hop co lor settings can be 
managed from within this single dialog MR fÈHâ iZà) and shared with 

other Creative Suite applications (see Figure 2.9). 
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Color managing the print output 

This leaves the question of how to profile 
the print output? Getting custom profiles 
builtforyourprinterisagood idea, and it 
is a topic that I have covered in some detail 
in the Color Management PDF (available 
from the book website). However, 
calibrating and building a profile for your 
display is by far the most important first 
step in the whole color management 
process. Get this right and the canned 
profiles that carne with your printer should 
work just fine. Follow these instructions 
and you should get a much closer match 
between what you see on the display and 
what you see coming out of your printer, 
although without doubt, a custom print 
profile will help you get even better results. 



Synchronized 


Not Synchronlzed 


Figure 2.9 The pie chart icon in the Color 
Settings dialog tells you if the Color Settings 
have been synchronized across the Creative 
Suite or not. 


will depend on the geographical area you are working in (I also 
suggest you check out the Color Management PDF on the book 
website to check you are using the right settings for a photography 
setup). So if you live and work in the US, choose North America 
Prepress 2 and you will mostly be fine with that setting. Please 
note that choosing a prepress setting changes the RGB working 
space from sRGB to Adobe RGB. This is a good thing to do if 
you intend editing RGB photographs in Photoshop (although I 
would personally recommend using ProPhoto RGB). The prepress 
settings also adjust the policy settings so as to preserve embedded 
profiles and alert you whenever there is a profile mismatch. I 
would also suggest you turn off the ‘Ask When Opening’ option 
in the Profile Mismatches section. This minimizes the number of 
times you are shown the profile mismatch warning dialog when 
working with image files that are in different color spaces. When 
you customize the color settings presets in this way, the preset 
menu will say ‘Custom’. I suggest that you then save and name 
this preset so that these settings are easy to access in future. 

Once this is done, the Color Settings will remain set until you 
change them. After that, all you need to worry about is making 
sure that the calibration and profile for your display are kept 
up-to-date. If you just take these recommended steps you won’t 
need to worry too much more about the ins and outs of Photoshop 
color management until you are ready to. If you have purchased 
a previous edition of this book in the last ten years or so, you TI 
already have access to the chapter I wrote on color management. 
Nothing has changed really. If you would like to learn more and 
don’t have one of the previous books you can download the chapter 
on color management from the book’s website. Color management 
does not have to be intimidatingly complex and nor does it have to 
be expensive. So the question is, do you want good color or simply 
OK color? Or, to put it another way, can you afford not to? 

Synchronizing the Color Settings 

If you are using other programs that are part of the Adobe Creative 
Suite, such as Illustrator and InDesign, it is a good idea to keep 
the Color settings synchronized across all of these programs (see 
Figure 2.9). Once you have selected a desired color setting in 
Photoshop, I suggest you open Bridge and synchronize the Color 
Settings there too. This ensures that the same color settings are 
used throughout all the other programs in the Creative Suite. 
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An internai 16x or faster DVD/CD drive is usually fitted as 
standard in most computers. Devices such as a graphics tablet, 
externai hard drive and other peripheral devices can be connected 
using one of the following interface connection methods. 

USB is a universal interface connection for Mac and PC. The 
older USB 1 connection was regarded as being very slow, but the 
newer USB 2 interface connection is more universal and faster, 
especially for those working on a PC system. You can have up to 
127 USB devices linked to a single Computer and you can plug 
and unplug a USB device while the machine is switched on. 
FireWire (also known as the IEEE 1394 interface) has the potential 
to provide fast data transfer rates of 49 MB per second (faster still 
using the latest FireWire 800). Apple also has, in conjunction with 
Intel, a new proprietary interface called Thunderbolt, which offers 
data transfer speeds of up to 20 Gbits/s. It allows for both hard 
drives and displays, it can carry audio and when coupled with 
OpenCL and Open GL, points the way to increased performance. 

Backing up your image data 

The Mac and PC operating systems encourage you to place all your 
image files in the users Tictures’ or ‘My Pictures’ folder. This might 
work fine if all you are shooting are JPEG snaps, but it is unlikely 
to suffice once you start capturing lots of raw images. So your first 
consideration should be to store your image files on hard drives that 
have plenty enough capacity to anticipate your image storage needs 
for at least the next year or two. The next thing you need to consider 
is how accessible is your image data? Suppose a power supply 
unit failure or some other glitch prevented you from turning on 
the Computer? For this reason I find it is helpful to store important 
image data on drives that can easily be accessed and removed. One 
solution is to store your data on separate internai hard drives where 
the drive caddies can easily be swapped over to the internai bay of 
another Computer. Or, you can store the data on externai hard drive 
units that can simply be plugged in to another Computer. 

The next thing is to implement a backup strategy for your images 
and other important data files. For each main hard drive you should 
have at least one matching sized externai hard drive that you can 
regularly back up the data to. These hard drives should be kept 
somewhere safe so that in case of a fire or theft you have access to 
recently backed up versions of all your essential data. One suggestion 
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Figure 2.10 Wacom™ pad and pen 
(Photoshop CS6 promises improved Wacom 
performance responsiveness). 


Graphics tablets 

I highly recommend you get a digitizing 
graphics tablet like the one shown in 
Figure 2.10. This is a pressure sensitive 
device, which makes it easier to draw with, 
and can be used alongside the mouse as 
an input device. Bigger is not necessarily 
betterthough. Some people like using the 
A4 sized tablets, while others find it easier 
to work with an A5 or A6 tablet. You don’t 
have to move the pen around so much 
with smaller pads and these are therefore 
easier to use for painting and drawing. 
Once you have experienced working with 
a pen, using the mouse is like trying to 
draw while wearing boxing gloves! The 
latest Wacom Intuos™ range nowfeatures 
a cordless mouse with switchable pens 
and the Wacom Cintiq™ device is a 
combination of LCD monitor and digitizing 
pen pad. This radical new design will 
potentially introduce a whole new concept 
to the way we interact with the on-screen 
image. I don’t know if it is going to be 
generally seen as the ideal way of working 
with photographs, but there are those who 
reckon it makes painting and drawing a 
more fluid experience. 
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Vampire power 

Have you ever stopped to think how much 
electric power your Computer workstation 
consumes, and of that how much is 
wasted? The statistics are quite alarming. 
Countries around the world have come up 
with different statistics, but it is estimated 
that between 7% and 13% of residential 
power is consumed by household 
appliances being left on standby mode. 

Of course, some of those items, such as 
security alarm systems, do have to be left 
on full-time standby mode full-time. In a 
typical Office it is possible to accumulate a 
large number of electrical items, especially 
all the power bricks that are used to power 
individual hard drives and other Computer 
accessories. It’s a real problem and one 
that I have only partially managed to 
resolve by copying the data from a lot of 
my externai drives onto bigger, single drive 
units and connecting all the lesser-used 
appliances to a switchable power strip. 

Cloud storage 

Cloud computing, including cloud 
storage, is becoming more widely used 
these days - look at the recent Adobe 
Revel program that was released lastyear. 
Most photographers tend to have storage 
requirements that run to at least several 
gigabytes and cloud storage is something 
that is often thought of as both pricey 
and slow. However, with plans to deliver 
broadband speeds at ever higher rates, 
we should see this becoming more of a 
realistic proposition for professional users. 


is to have two externai backup drives for each main drive. That way 
you can swap over the backup drives and continually have a secondary 
backup version stored permanently off-site or kept in a fire proof safe. 

In the lifetime of the Photoshop program we have seen many 
different storage systems come and go: floppy disks, Syquests, 
Magneto Opticals ... the list goes on. Although you can still 
obtain devices that are capable of reading these media formats, 
the question is, for how long? What will you do in the future if 
a specific hardware device fails to work? The introduction of 
recordable CD/DVD media has provided a reasonably consistent 
means of storage and for the last 16 years nearly all computers 
have been able to read CD and DVD discs. DVD drives have 
also evolved to provide much faster read/write speeds and DVD 
media may be able to offer increased storage space in the future. 
We are already seeing bigger disc media storage systems such 
as Blu-ray Disc make an impact. So how long will CD and DVD 
media remain popular and be supported by future Computer 
hardware devices? More to the point, how long will the media 
discs themselves last? It is estimated that aluminium and gold CD 
discs could last up to 30 years, or longer, if stored carefully in the 
right conditions such as at the right temperature and away from 
direct sunlight, while DVD discs that use vegetable dyes may 
have a shorter life-span. I wouldnT bet on DVD or Blu-ray media 
providing a long-term archive solution, but even so, I reckon it is 
worth keeping extra backups of your data on such media. The one 
advantage write once media has over hard drive storage is that 
your data is protected from the prospect of a virus attack. If a virus 
were to infect your Computer and damage your data files, a backup 
procedure might simply copy the damage over to the backup disks. 

Protecting the power supply 

It is inevitable that you will at some point suffer an interruption 
to the power supply. At least with Photoshop CS6, there is now an 
option to enable background saving, which can at least mitigate 
the worst consequence of a power failure: the loss of everything 
you have just been working on. Even so, it is not a good idea to 
let the Computer be affected by a sudden loss of power or power 
surge. I therefore suggest you purchase a suitable Uninterruptible 
Power Supply Unit (UPS). You need to make sure that the unit you 
buy can handle the power demands of at least the main Computer, 
display and powered hard drives. In my office I have my main 
Computer setup powered via an APC Back-UPS ES-700 unit. 
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Photoshop preferences 

The Photoshop preferences are located in the Edit menu in 
Windows and the Photoshop menu in OS X and these let you 
customize the various Photoshop functions. A new preference 
file is generated each time you exit Photoshop and deleting or 
removing this file will force Photoshop to reset all of its preference 
settings. The preference file is stored along with other program 
settings in the system levei Preferences folder: Users/Usemame/ 
Library/Preferences folder (Mac) or C:\Users\Username\App Data\ 
Roaming\Adobe\Adobe Photoshop CS6\Adobe Photoshop CS6 
Settings folder (PC). 

After configuring the preference settings I suggest you make 
a duplicate of the Photoshop preference file after you have closed 
Photoshop and store it somewhere safe. Having ready access to a 
clean preference file can speed up resetting the Photoshop settings 
should the working preference file become corrupted. 

General preferences 


Migrate settings 

lf you have older custom presets present 
on your system which aren’t present in 
the current installation, the first time you 
launch Photoshop CS6 you will see a 
prompt message asking whether or not you 
want to transfer those presets? This allows 
you to migrate the older presets over to 
Photoshop CS6. Where the names of any 
presets conflict, presets from later versions 
will be given a higher priority. You can 
also carry out this task at any time after the 
first launch by choosing Edit o Presets 
o Migrate Presets, or by resetting your 
settings during launch. Similarly, you can 
choose the Export/lmport Presets... option 
to export the current presets. 



Figure 2,11 The General preferences dialog. 
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Figure 2,12 When any paint or fill tool is 
selected, you can hold down the 
keys (Mac), or hold down the keys 

and right-click (PC), to open the Heads Up 
Display Color Picker. The two main heads up 
display options are the Hue Strip (top) and 
the Hue wheel (bottom). These are available 
in different sizes from the HUD Color Picker 
menu. 


When you open the preferences you will first be shown the General 
preferences (Figure 2.11). I suggest you leave the Color Picker set 
to Adobe (unless you have a strong attachment to the system Color 
Picker). Photoshop has a HUD (Heads Up Display) Color Picker 
options for selecting new colors when working with the eyedropper 
or paint tools (Figure 2.12). Note that the HUD Color Picker is 
only accessible when the Graphics Processor Settings are enabled 
(see page 111). In the Image Interpolation options the default is 
Bicubic, but you might like to choose the new Bicubic Automatic 
option instead (see page 319). If you need to override this setting 
you can always do so via the Image o Image Size dialog. 

In the main Options section, ‘Auto-Update Open Documents’ 
can be used if you know you are likely to share files that are 
open in Photoshop but have been updated by another application. 
This used to be important when ImageReady was provided as a 
separate Web editing program to accompany Photoshop, but has 
less relevance now and can be left switched off. Only check the 
‘Beep When Done’ box if you want Photoshop to signal a sound 
alert each time a task is completed. The ‘Dynamic Color Sliders’ 
option ensures that the colors change in the Color panei as you 
drag the sliders, so keep this selected. If you need to be able to 
paste the Photoshop clipboard contents to another program after 
you exit Photoshop then leave the ‘Export Clipboard’ box checked. 
Otherwise, I suggest you switch this off. The ‘Use Shift Key for 
Tool Switch’ option answers the needs of those users who wish 
to disable using the gQg key modifier for switching tools in the 
Tools panei with repeated keystrokes (see page 28). When the 
‘Resize Image During Place’ preference item is checked, if you 
use File o Place... to place a photo in a document that is smaller 
than the placed image, the placed file is placed in a bounding box 
scaled to the dimensions of the target image. This can help speed 
up your workílow when pasting lots of documents, especially now 
that Photoshop allows you to drag and drop Photoshop compatible 
files to place them in an image. The ‘Animated Zoom’ option 
is another OpenGL only option, which is intended to provide 
smoother transitions on screen when using the lü B iffli B or 
lü B Q22/Q keys to zoom in or out. Also, check the ‘Zoom 
Resizes Windows’ option if you want the image window to shrink 
to fit whenever you use a keyboard zoom shortcut such as lü B 
fiffl Q or EüQ QQQ. Then there is the ‘Zoom with Scroll 
WheeT option which enables you to zoom in and out using the 
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scroll wheel on a mouse (when this option is selected, holding 
down the tèHTfíl key makes the zoom operate quicker). Instead of 
selecting this option you can also hold down the ^9 key to 
temporarily access the zoom wheel behavior. When the ‘Zoom 
Clicked to Center’ option is checked, the image zooms in centered 
around the point where you click, and the best way to understand 
the distinction between having this option on or off is to see what 
happens when you click to zoom in on the corner of a photo. When 
checked, the corner point of the photo will keep recentering as 
you zoom in. I discussed the ‘Enable Flick panning’ option earlier 
in Chapter 1, on page 56. This again is dependent on OpenGL 
being enabled for this option to take effect. 

The ‘Vary Round Brush Hardness on HUD Vertical Movement’ 
is new to Photoshop CS6. This Controls what happens when you 
have a painting tool selected and you hold down the keys 

(Mac), or the key and right-click (PC) and drag. When this 
option is checked, dragging up or down varies the round brush 
hardness. When it is deselected, dragging up or down varies the 
brush opacity instead. 

‘Place or Drag Raster Images as Smart Objects’ allows you to 
drag a Photoshop compatible file directly from the Finder/Explorer 
or from Bridge to place it as a new layer in an open document. ‘Snap 
Vector Tools and Transforms to Pixel Grid’ does just what it says. 

A history log is useful if you wish to keep track of everything 
that has been done to an image and the History Fog options let you 
save the history log directly in the image file metadata, to a saved 
text file stored in a pre-configured folder location, or both. Edit log 
items can be recorded in three modes. ‘Sessions’ records which 
files are opened and closed and when. The ‘Concise’ mode records 
an abbreviated list of which tools or commands were applied (also 
recording times). Both these modes can provide basic feedback that 
could be useful in a studio environment to monitor the time spent on 
a particular project and help calculate billing. The ‘Detailed’ mode 
records everything, such as the coordinates used to make a crop. This 
mode can be useful, for example, in forensic work. 

You will often come across warning dialogs in Photoshop that 
contain a ‘Don’t Warn Me Again’ checkbox. If you have at some 
stage clicked in these boxes to prevent a warning dialog appearing 
again you can undo this by clicking on the ‘Reset All Warning 
Dialogs’ button in the General preferences. 


Resetting the preferences 

If you hold down fílQgga 
«« MBEB during startup cycle, this 
pops a dialog boxthat allows you to delete 
the current Photoshop preference file. 

Scroll wheel zooming and track pad 

If you check the ‘Zoom with Scroll Wheel’ 
option, this may also affect track pad 
gestures. For example, Mac computers 
make no differentiation between a mouse 
scroll wheel movement and a two-finger 
motion gesture on a track pad. It may be 
preferable to uncheck this if using the track 
pad for more straightforward navigation 
around an image, where inadvertent 
zooming would be annoying. 
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Mini Bridge interface settings 

Note that the Appearance settings set here 
will affectthe appearance of Mini Bridge, 
but not the main Bridge program, where 
the UI settings can be set separately. 


Interface preferences 

The Interface preferences are shown below in Figure 2.13. As 
you will have already gathered in Chapter 1, the Photoshop CS6 
interface can be customized, allowing you to choose from one of 
four different panei brightness settings. These range from a light 
gray theme that is not too different from the previous ‘classic’ 
Photoshop interface, to three progressively darker themes. This is 
something that I discussed earlier in depth on page 6, where 
I pointed out how important it is to change the default interface 
settings in order to establish a suitable interface brightness and 
canvas color for photo editing work, and if you refer to the screen 
view modes shown on page 59, you TI see examples of two of 
the three main screen modes that are available in Photoshop. The 
outer canvas areas can be customized by selecting alternative 
colors from the Color menus. You can also adjust the border, which 
can be shown as a drop shadow, thin black line, or with the border 
style set to ‘None’. 


Preferences 


General 
Interface 
File Handling 
Performance 
! Cursors 

Transparency & Gamut 

Umti & Ru ler í 

Cuides. Grid & Slices 

Plug-lns 

Type 

30 


Appearance 

Color Theme ■ ■■□ 

Color 


Standard Screen Mode: 1 Default 
Full Screen with Menus: Default 
Full Screen: ( Black 


Top Left 


Border 


Drop Shadow 


f] Drop Shadow 
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Options 

C Auto-Collapse Iconic Paneis 
0Auto-Show Hidden Paneis 
Q Open Documents as Tabs 
0 Enable Floating Document Never 
L. Show Channels In Color 

Show Transformatlon Valuesf_ 

_ Bottom Left 

Restore Default Workspace Bottom Right 


0 Show Menu Colors 
0 Show Tool Tips 
0 Enable Cestures 
0 Enable Text Drop Shadows 


Text 


UI Language: English ~T) 

UI Font Size: Médium i I 

y Changes will take effect the next time you start Photoshop. 


( <* ) 
Cancel 

C r™ ) 

( Next ) 


Figure 2.13 Interface preferences. 
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Now let’s look at the Options section. The ‘Auto-Collapse 
Iconic Paneis’ option allows you to open paneis from icon mode 
and auto-collapse them back to icon mode again as soon as you 
start editing an image, while ‘Auto Show Hidden Paneis’ reveals 
hidden paneis on rollover. 

When the ‘Open Documents as Tabs’ option is checked, new 
documents will open as tabbed documents, docked to a single 
document window in the Photoshop workspace. Uncheck this 
if you wish to restore the previous, floating document window 
opening behavior. When the ‘Enable Floating Document Windows 
Docking’ option is checked, this allows you to drag one window to 
another as a tabbed document (see page 12). 

The ‘Show Channels in Color’ option is a somewhat redundant 
feature as it does not really help you visualize the channels any 
better. If anything it is a distraction and best left unchecked. 

Photoshop allows you to create custom menu settings and use 
colors to highlight favorite menu items, but this particular feature 
can be disabled by unchecking the ‘Show Menu Colors’ option. 
When ‘Show Tool Tips’ is checked a tool tips box will appear for 
a few seconds after you roll over various items in the Photoshop 
interface. Tool tips are an excellent learning tool, but they can 
become irritating after a while, so you can use this checkbox to 
turn them on or off as desired. When ‘Show Transformational 
Values’ is checked you get to see the heads up display that you will 
have seen in earlier screen shots for things like the marquee tools. 

The ‘Enable Gestures’ option is relevant if you are using a laptop 
Computer or have a trackpad device connected to your Computer. 

One of the things you can do with a trackpad is to set it up to 
respond to specific finger gestures. But this can be both a good or a 
bad thing: some users have found it rather distracting when carrying 
out Photoshop work and prefer to switch this option off. 

The ‘Enable Text Drop Shadows’ option was also discussed 
earlier on page 9, where I mentioned how this option seems to 
be most useful when working with the two darker UI themes. If 
you switch it on when the lighter themes are selected, it can make 
the text appear less legible. 

The ‘UI text options’ (user interface) settings allow you to 
choose an alternative UI language (if available) and UI text size. 
The default setting is ‘SmalT which most users will find plenty big 
enough. For those with very large, high resolution displays it can 
help to increase the UI text size (see sidebar). 


Customizing the UI Font Size 

LCD Computer displays are getting bigger 
all the time and are only really designed to 
operate at their best when using the finest 
resolution setting. This can be greatfor 
viewing photographs, but the downside is 
that the application menu items are getting 
smaller and smaller. The UI (user interface) 
Font Size option allows you to customize 
the size of the smal ler font menu items in 
Photoshop so that you don’t have to strain 
your eyes to read them. For example, when 
using a large LCD screen, the Médium or 
Large font size option may make it easier 
to read the smaller font menu items from 
a distance. 
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Economical web saves 

There are times though when you don’t 
need previews. Web graphic files should 
be uploaded as small as possible without 
a thumbnail or platform-specific header 
information. If you use Save for Web, this 
removes the previews and keeps the output 
files compact in size. 


File Handling preferences 

In the File Handling preferences (Figure 2.14) you will normally 
want to include image previews when you save a file. It is certainly 
useful to have image thumbnail previews that are viewable in the 
system dialog boxes although the Bridge program is capable of 
generating large thumbnails regardless of whether a preview is 
present or not. Appending a file with a file extension is handy for 
knowing which format a document was saved in and is absolutely 
necessary when saving JPEG and GIF web graphics that need to 
be recognized in an HTML page. If you are exporting for the Web, 
you may want to check the ‘Use Lower Case’ option for appending 
files. However, instances of where servers trip up on upper case 
naming are fairly rare these days. The ‘Save As to Original Folder’ 
option is useful if you want this to be the default option. It makes 
sure that you are always able to save new versions of an image 
to the same folder as the original file carne from. If this option is 
left unchecked, Photoshop shows you the last used folder location 
when you choose File o Save As... 



Figure 2.14 The File Handling preferences. 
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There is now the option to enable ‘Save in Background’. This 
is an auto-recovery option that is switched on by default. When 
this is checked Photoshop auto-saves the documents you are 
working on to a special location using the PSD file format (this 
is so that everything you might add to a file is always included 
when auto-saving). Should you suffer a crash, the next time you 
open Photoshop you’11 be given the opportunity to rescue any lost 
work. Also included here is an ‘Automatically Save Recovery 
Information’ option, where you can specify how regularly you 
would like Photoshop to update the recovery file. 

Camera Raw preferences 

If you click on the Camera Raw Preferences... button in the File 
Handling this will open the dialog shown in Figure 2.15. At the 
bottom are the JPEG and TIFF handling preferences where you 
have three options with which to decide how JPEG and TIFF 
images should be opened. The background story to all this is that 
Photoshop CS3 allowed for the first time for JPEG and TIFF 
images to open via Camera Raw, as if they were raw files. A 
number of people had misgivings about this, partly because of the 
potential confusion it might cause, but also because of the way it 
was implemented in Photoshop CS3. For example, you had the 
Photoshop File Handling preferences doing one thing plus another 
setting in the Bridge preferences and there was no simple way to 
summarize how these should be configured in order to get JPEG 
or TIFF images to open up via Camera Raw the way you expected. 
In fact, even fellow Photoshop experts were just as confused as 
everyone else as to how to manage the preference settings in these 
two different locations. To be honest, it was a bit of a mess, but 
things have been improved somewhat since then. 

The Camera Raw preferences options are now fairly easy to 
understand and predictable in their behavior. If ‘Disable JPEG 
(or TIFF) support’ is selected this safely takes you back to the 
way things were before, where all JPEG or TIFF files open in 
Photoshop directly. If ‘Automatically open all supported JPEGs 
(or TIFFs)’ is selected, this causes all supported JPEGs (or TIFFs) 
to always open via Camera Raw. However, if ‘Automatically open 
JPEGs (or TIFFs) with settings’ is selected, Photoshop only opens 
JPEG or TIFF images via Camera Raw if they have previously 
been edited via Camera Raw. When this option is selected you 


Version Cue Server and Adobe Drive 

Adobe Version Cue® is a workgroup file 
management option that is included with 
the Creative Suite. Version Cue caters for 
those working in a networked environment, 
where two or more operators have shared 
network access to files that they will be 
working on using different programs within 
the Creative Suite. When a user ‘checks 
ouf a file, only he or she can edit it. The 
other users who have shared access to the 
files will only be able to make edit changes 
after the file has been checked back in. 

This precautionary file management 
system means that other users cannot 
overwrite a file while it is being edited. 
Version Cue now consists of two elements: 
the Version Cue Server and Adobe Drive. 
The Version Cue Server can be installed 
locally or on a dedicated Computer and 
used to host Version Cue projects. Adobe 
Drive connects to the Version Cue servers, 
where the connected server appears as a 
hard drive in the Finder/Explorer as well as 
in the Open and Save As... dialog boxes. 
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Opening JPEGs in Camera Raw 

So why should you want to open JPEGs 
(or TIFFs forthat matter) in Camera Raw? 
This is useful if you shoot in JPEG mode 
and wish to use Camera Raw to process 
the JPEG masters (as you would a raw 
capture image) without actually editing 
the master files. This is because Camera 
Raw records all the edits as separate 
instructions. The same argument applies 
to opening TIFF files via Camera Raw, but 
the important thing to note here is that 
Camera Raw can only open flattened TIFFs 
and cannot open TIFFs that contain saved 
layers. The main reason why it might be 
useful to use Camera Raw to open a TIFF 
image is if you want to process TIFF scan 
images via Camera Raw to take advantage 
of things like the capture sharpening 
Controls in the Detail panei section. 


have the option in Bridge to use a double-click to open a JPEG 
directly into Photoshop, or use lüQ to force JPEGs to 

open via Camera Raw. Note that when you edit a JPEG or TIFF in 
Camera Raw in this way, the next time you use a double-click to 
open, the file will now default to opening via Camera Raw. 


Camera Raw Preferences tVersIon 7.0> 



Default Image Settings 
Q Apply autó tone adjustments 

0 Apply auto grayscate mtx when convertmg to grayscale 
0 Make de ta u tis specific to camera serial number 
□ Make defaults spetifit lo camera ISO seitmg 

Camera Raw Cache 

Maximum Size: 100.0 GB P urge Cache 
' Select Lútation..,) /u»rs/nuirun_evcnin>gMJbraty/Caches/Adal» Camera Raw/ 


DNG File Handling 
□ ignore sidecar *.xmp H files 

@ Update embedded JPEG previews: Full Size ^ f 


JPEG and TIFF Handling 
|PEG- Qisahle JPEG suppoft 


3 


TIFF 


4 Dkable TIFF support 


AutomatiçaiFy open TIFFs with settings 
AutomatJcaHy open all supported TIFFs 




Ç~Õ*0 

i Cancel 


Figure 2.15 This shows the Camera Raw preferences dialog with the JPEG and TIFF 
handling options at the bottom. 


Back in the main Photoshop File Handling preferences 
dialog, the ‘Prefer Adobe Camera Raw for Supported Raw Files 
option’ always launches Adobe Camera Raw as your favored raw 
processor when opening a proprietary raw file. Some cameras 
may embed an sRGB profile tag in the EXIF metadata of a JPEG 
capture file (where the profile used isn’t a correct sRGB profile 
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anyway). If you check the ‘Ignore EXIF Profile Tag’ option, 
Photoshop ignores this particular part of the metadata and reads 
from the (correct) embedded profile data instead. The ‘Ignore 
Rotation Metadata’ option allows you to ignore any rotation 
settings applied via Camera Raw and will open such files without 
any rotation. 

TIFF and PSD options 

A TIFF format file saved in Photoshop 6.0 or later can contain all 
types of Photoshop layer information and a flattened composite 
is always saved in a TIFF. If you then place a layered TIFF image 
in a page layout, only the flattened composite will be read by the 
program when the page is finally converted to print. Some people 
argue that there are specific instances where a layered TIFF might 
trip up a print production workflow, so it might be safer to never 
save layers in a TIFF, but you know, there are a large number of 
Photoshop users who successfully use layered TIFFs when saving 
master images. My advice is not to be put off including layers. 
When the ‘Ask Before Saving Fayered TIFF Files’ option is 
checked, Photoshop presents you with an option to either flatten or 
preserve the layers when saving a layered image as a TIFF. If this 
is unchecked, then the layer information is saved regardless and 
you’11 see no warning dialog. 

However, standard Photoshop PSD files created in Photoshop 
CS6 are not going to be 100% compatible if they are likely to be 
read by someone who is using an earlier version of Photoshop and 
this has always been the case with each upgrade of the program. 
Setting the Maximize PSD and PSB Compatibility to ‘Always’ 
allows you to do the same thing as when saving a flattened 
composite with a TIFF. This option ensures that a flattened 
version of the image is always included with the saved Photoshop 
file and the safe option is to keep this checked. For example, if 
you include a Smart Object layer, the Photoshop file will not 
be interpreted correctly when read by Photoshop CS or earlier 
unless you maximize the compatibility of the saved PSD. In these 
circumstances if Photoshop is unable to interpret an image it will 
present an alert dialog. This will warn that certain elements cannot 
be read and offer the option to discard these and continue, or to 
read the composite image data. Discarding the unreadable data 
will allow another user to open your image, but when opened it 


Layered files in a DTP layout 

Adobe InDesign allows you to place 
Photoshop format (PSD) files in a page 
layout, but if you do so, the Maximize 
Backwards Compatibility option must be 
checked in the File Handling preferences 
(in order to generate a flattened 
composite). If you use layered TIFF, PSD 
(or Photoshop PDF) files in your page 
layout workflow, you can modify the layers 
in Photoshop and the page design image 
preview will immediately be updated. 

This way you don’t run the risk of losing 
synchronization between the master image 
that is used to make the Photoshop edits 
and a flattened version of the same image 
that is used solely for placing in the layout. 
If you want to ‘round trip’ your images 
this way, TIFF is the more universally 
recognized file format. The downside is 
that you may end up with bloated files 
and these can significantly increase the 
file transmission times. It so happens 
that nearly all the image files used in the 
production of this book have been placed 
as layered TIFF RGB files, which allows me 
to editthem easily in Photoshop. Keeping 
the files as layered RGBs is perfect at the 
text editing stage, but the final TIFF files 
that are used to go to press are all flattened 
CMYK TIFFs. 
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will be missing all the elements you added and most likely look 
very different from the file you intended that person to receive. 

If on the other hand they click the ‘Read Composite Data’ button 
and a composite was saved, the image will open using a flattened 
composite layer which looks the same as the image you created 
and saved. If no composite was created, they will just see a white 
picture and a multi-language message saying that no composite 
data was available. 

Maximizing PSD compatibility lets images load quicker in 
Bridge and another crucial factor is that Lightroom is only able to 
read layered PSD files that have this option turned on. If there is no 
saved composite, Lightroom won’t be able to import it. 

If you set the preference here to ‘Ask when saving’, Photoshop 
will display a “Don’t show this message again” message in the 
Maximize Compatibility warning dialog, which will appear after 
you choose to save an image using the PSD file format (See Figure 
2.16). If the Maximize Compatibility option is checked, the default 
from now on will be to ‘Always’ maximize compatibility. If the 
option is unchecked, it will be set to ‘Never’ from now on. Lastly, 
you can choose to ‘Disable Compression of PSD and PSB files’. 
These file formats normally include a lossless form of compression 
which helps keep the saved file size down. Disabling this won’t 
improve the image quality, but may reduce the time it takes to 
save and will only affect 16-bit or 32-bit images. Having said that, 
efforts have been made in CS6 to optimize the read/write times for 
PSD and PSB files. 


Photoshop Format Options 



Figure 2.16 The Photoshop Format Options dialog. 

Recent File list 

The Recent File list refers to the number of image document 
locations that are remembered in the Photoshop File O Open 
Recent submenu. You might want to set this to the maximum limit 
allowed which is 30. 
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Performance preferences 

Improvements have been made to the multi-threading in Photoshop 
CS6. This has resulted in better performance when carrying out 
the following: Warp, Puppet Warp, Liquify, Crop, Adaptive Wide 
angle corrections and painting. The Performance preferences 
section (Figure 2.17) lets you configure all the things that influence 
how efficiently Photoshop is able to run on your Computer. The 
memory usage can be set using a sliding percentage scale and you 
will notice how Photoshop provides a hint as to what the ideal 
range should be for your particular Computer. The History & Cache 
section now includes a Cache Tile Size option and buttons to help 
you configure the ideal settings here. In the Scratch Disks section 
you can drag to rearrange the currently available disk volumes in 
order of priority and lastly, the Graphics Processor Settings allow 
you to enable the graphics processor if your video card allows it. 


Restart to activate preferences 

Some Photoshop preferences only 
take effect after you quit and restart the 
program. For example, the Scratch Disk 
preference settings in the Performance 
preferences (see Figure 2.17) only come 
into effect after a restart, while the Graphics 
Processor settings only come into effect 
after you open or create a new window in 
Photoshop. 


Preferences 
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Figure 2,17 The Performance preferences, where you can configure the Memory Usage, 
History, Cache, Scratch Disks and Graphic Processor settings. Note that in the Scratch 
Disks section you can check which volumes to use as scratch disks. Highlight a particular 
disk, then use the arrows to move it up or down the list; tick it to make it active. 
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Speed and efficiency test 

To help evaluate the performance 
efficiency of your Computer setup, here 
is a really useful weblink to a site hosted 
by a company called Retouchartists.com: 
retouchartists.com/pages/speedtest.html. 
From there you can download a test file 
which contains a sample image and 
a Photoshop action that was created 
byAlex Godden. All you have to do is 
time how long it takes for the action to 
complete to gauge and compare how fast 
your Computer is running. You can then 
compare your speed test results with those 
of other Photoshop users. 



Figure 2,18 You can monitor how 
efficiently Photoshop is running by getting 
the Info panei options to display an Efficiency 
readout. If the efficiency reading drops below 
100% th is meansthat Photoshop is having to 
rely on the designated scratch disk as a virtual 
memory source. 


Memory usage 

The amount of RAM memory you have installed determines how 
efficiently you can work in Photoshop. Each time you launch 
Photoshop a certain amount of RAM memory is set aside for 
use by the program. How much depends on the amount that is 
set in the Memory Usage section, expressed as a percentage of 
the total amount of RAM that is available for Photoshop to use. 

The figure you see in the Memory Usage section is just the RAM 
thafs reserved for Photoshop (although the RAM you set aside 
for Photoshop can be shared by other applications when it is not 
actively being used by Photoshop). Adobe recommend that you 
allocate a minimum of 1 GB RAM memory, which means that if 
you allow an additional 200 MB of RAM for the operating system, 
you will need to have at least 1.5 GB of RAM installed. If you 
ais o take into account the requirements of other programs and 
the likelihood that newer operating systems may need even more 
memory, it is safer to suggest you actually need a minimum of 
2 GB RAM memory in total. Don’t forget that you will also need 
to allow some RAM memory to run Adobe Bridge at the same time 
as Photoshop. In any case, most computers sold these days come 
with at least 4 GB of RAM. 

The Memory Usage section therefore provides a guide for 
the ideal RAM setting for your Computer and indicates what the 
ideal range should be. On a Windows system the default setting 
is 50% of the total available RAM and on a Mac it is 70% (since 
Photoshop CS5 the figure shown here is now more accurate). 

Note that if the memory is set too high Photoshop may end up 
competing with the operating system for memory and this can slow 
performance, although as I mentioned earlier, the memory assigned 
to Photoshop is freed up whenever Photoshop is not running. 

You can always try allocating 5% above the recommended upper 
limit, relaunch Photoshop and closely observe the efficiency status 
bar or Info panei Efficiency readout (Figure 2.18). Anything less 
than 100% indicates that Photoshop is running short of physical 
memory and having to make use of the scratch disk space. If you 
allocate too high a percentage, this can compromise Photoshop’s 
efficiency. So the trick is to find the optimum percentage before 
you see a drop in performance. You may find the speed test 
described in the sidebar is a useful tool for gauging Photoshop 
performance. 
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32-bit and 64-bit RAM limits 

The amount of RAM that is available to Photoshop is obviously 
dependent on the total amount of RAM memory thafs installed on 
your Computer. If you run Photoshop on a Windows Computer with 
a 32-bit operating system that has 4 GB or more of RAM installed, 
a maximum of 3 GB of RAM can be allocated to Photoshop. Even 
if you are hit by the 4 GB RAM limit on a 32-bit system and you 
have more than 4 GB memory installed, the RAM above 4 GB can 
ais o be used by the operating system as a cache for the Photoshop 
scratch data. So although you can’t allocate this extra memory 
directly, installing extra memory can still help boost Photoshop’s 
performance on a 32-bit system. 

Providing you have the latest 64-bit enabled hardware and a 
64-bit Computer operating system, you can install or run Photoshop 
in 64-bit mode. In fact, Macintosh users can now only install 
a 64-bit program and must therefore be using a 64-bit enabled 
Macintosh to run Photoshop CS6. The main advantage 64-bit 
brings is increased RAM memory access beyond the 4 GB physical 
limit. In terms of speed you won’t necessarily find a 64-bit version 
of Photoshop to be that much faster than a 32-bit version, except 
for when you are working with very large files or carrying out 
memory-intensive operations. 

History & Cache 

In the History & Cache section the default number of History 
States is 20. You can set this to any number you like from 1-1000, 
but remember that the number of histories you choose does have a 
bearing on the scratch disk usage. 

The Cache Levei settings affect the speed of the screen 
redraws. Whenever you are working with a large image, Photoshop 
uses a pyramid type structure of lower resolution cached versions 
of the full resolution picture. Each cached image is a quarter scale 
version of the previous cache levei and is temporarily stored in 
memory to provide speedier screen previews. Basically, if you are 
viewing a large image on screen in ‘Fit to screen’ display mode, 
Photoshop uses a cache levei that is closest to the fit to screen 
resolution to provide a screen refresh view of any edit changes 
you make at this viewing scale. The cached screen previews can 
therefore provide you with faster screen redraws and larger images 
can benefit from using a higher cache levei, since a higher setting 


RAM memory upgrades 

Most PCs and Macs use DIMMs (Dual 
ln-line Memory Modules). The specific 
RAM memory chips may vary for each 
type of Computer, so check carefully with 
the vendor that you are buying the right 
type for your particular machine. RAM 
memory used to cost a small fortune, but 
these days the price of RAM is almost 
inconsequential. If you have four RAM 
slots on your machine, you should easily 
be able to install 4 xl GB RAM or 4 x 
2 GB RAM memory chips, which will 
give you 4 or 8 GB of installed RAM. A 
good suggestion is to install an absolute 
minimum of 1 GB of RAM per processing 
core on your Computer, while the ideal 
balance is more like 2 GB of RAM per core. 
If you aim for 4 GB of RAM per core, you 
will see significant benefits with certain 
memory-intensive filter operations. For 
all other types of operations the speed 
benefits are not quite so dramatic. 
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Assigning scratch disks at startup 

lf you hold down the I3B QQCD 
keys as you launch Photoshop, this will 
pop the Disk options on the screen and 
allow you to add or change the Scratch 
Disksettings. 

Cache tile size and batch processes 

There are certain types of Photoshop 
operations (such as a Radial Blurfilter) that 
can make heavy demands on the Computer 
hardware, utlilizing nearlyall ofyour 
processors. If you raise the cache tile size 
in the Performance preferences to 1024 or 
1028K this means the data to be processed 
is divided into bigger chunks and this in 
turn can make a big improvement to batch 
Processing times. The optimum choice of 
tile size here will depend on whether you 
are using an Intel or AMD processor. 


provides faster screen redraws, but at the expense of sacrificing 
the quality of the preview. This is because a lower resolution cache 
preview is not as accurate as when viewing an image at an ‘actual 
pixels’ view. 

The optimization buttons can help you set the Cache Leveis to 
an appropriate value. If you mostly work on small images such as 
Web design layouts, which are small in pixel dimension size, but 
may contain lots of complex layers, you TI gain better performance 
by clicking the ‘Tall and ThhT button to set the Cache Leveis to 
2. If you mostly work with large images, but not quite so many 
layers, you can click on the 4 Big and Fiat’ button to set the Cache 
Leveis to 5, although you may wish to override this and set the 
cache leveis even higher than this. 

The Cache Tile Size can be adjusted according to what is the 
most appropriate setting for the type of work you do. There used 
to be an optional Bigger Tiles plug-in that you could install in 
order to boost Photoshop performance when editing large images. 
This has now been done away with and the tiling options are now 
incorporated into the Performance preferences. The Cache Tile 
Size can be set anywhere from 128K-1024K, and tests suggest the 
optimum settings to choose from are 128K/1024K for the newer 
Intel processors and 132K/1028K for AMD processors. For image 
editing work with large photo-sized documents where throughput, 
i.e. image size, is more of a consideration, it is better to choose a 
larger Cache Tile Size here. 

Scratch disks 

Photoshop can utilize the free hard disk space thafs allocated 
in the Scratch Disks section as an extension of RAM memory. 
Photoshop always makes the most efficient use of the real RAM 
memory and tries to keep as much RAM as possible free for 
memory-intensive calculations. Low-level data like the Tast saved’ 
version of the image is stored in the scratch disk memory giving 
priority to the current version and last undo versions being held 
in RAM. Normally, Photoshop uses all the available free RAM 
as buffer memory in which to perform real-time calculations and 
mirrors the RAM memory contents on the scratch disk. Photoshop 
does this whenever there is a convenient opportunity to do so. 

For example, after you open a new image you may notice some 
disk activity as Photoshop writes from the RAM memory buffer 
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to the scratch disk. Photoshop then continually looks for ways to 
economize the use of RAM memory, writing to the hard disk in the 
background whenever there are periods of inactivity. Scratch disk 
data is also compressed when it is not in use (unless an optional 
plug-in extension that prevents this has been loaded at startup). 

When Photoshop exhausts its reserves of RAM memory, it is 
forced to use the extra space on the scratch disk as a source of virtual 
memory and this is where you will start to see a major slowdown 
in efficiency. When the Efficiency indicator (Figure 2.18) drops 
below 100% this means that the RAM buffer is full and Photoshop 
is now relying exclusively on the hard disk scratch disk space as 
a memory reserve. This is because the Photoshop calculations 
are limited to the read/write speeds of the primary scratch disk, 
followed by the secondary disk, and so on. Should you experience 
a temporary slowdown in performance you might want to purge 
Photoshop of any excess data thafs temporarily held in memory. 

To do this, choose Edit o Purge and select Undo, Clipboard, 
Histories or All. 

The primary scratch disk should ideally be one that is separate 
to the disk thafs running the operating system and Photoshop. It 
is no good partitioning the main disk volume and designating an 
empty partition as the scratch disk, because the disk drive head 
will simply be switching back and forth between different sectors 
of the same disk as it tries to do the job of running the Computer 
system and provide scratch disk space. For optimal image editing, 
you ideally want the scratch disk to be a fast, separate disk volume 
with a minimum of 20-40 GB of free space and as free as possible 
of any disk fragmentation. Having said that, with the latest SSD 
drives there are no moving parts. They are also very fast compared 
with normal hard drives and it is possible to partition a main SSD 
hard drive, allocating a portion of this as a scratch disk. Note also 
the instructions in Figure 2.19 that describe how to alter the scratch 
disk settings during startup. 

Scratch disk performance 

With all this reliance on the scratch disk (or multiple scratch 
disks) to read/write data from the RAM memory buffer, the hard 
disk performance of the scratch disk plays an important role in 
maintaining Photoshop efficiency. There is provision in Photoshop 
for as many as four scratch disks. Each individual scratch file 


Scratch disk checks 

When you launch Photoshop it checks to 
see how much hard disk space is free for 
scratch disk usage and if for any reason 
you have less scratch disk space than RAM 
memory space, the RAM memory will be 
restricted by the amount of scratch disk 
space thatisavailable. 

Move don’t copy 

To copy selections and layers between 
documents, use the drag and drop method 
with the move tool. This saves on memory 
usage and also preserves the current 
clipboard contents. 
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Scratch disk usage and history 

The scratch disk usage will vary according 
to how many history States you have set 
in the History and Cache section and 
also how you use Photoshop. Generally 
speaking, Photoshop Stores a version of 
each history State, but it does not always 
store a complete version of the image for 
each history State. As was explained in 
Chapter 1, the History feature only needs 
to save the changes made in each image 
tile. So if you carry out a series of brush 
strokes, the history only Stores changes 
made to thealtered image tiles. Forthis 
reason, although the scratch disk usage 
increases as you add more history steps, 
in practice the usage does not increase 
in such large chunks, unless you were to 
perform a series of global filter changes. 


Scratch Disk Preferences 



OüO 

( Cancel ) 


created by Photoshop can be a maximum of 2 GB and Photoshop 
can keep writing scratch files to a scratch disk volume until it 
becomes full. When the primary scratch disk runs out of room to 
accommodate all the scratch files during a Photoshop session, it 
then starts writing scratch files to the secondary scratch disk, and so 
on. This makes for more efficient and faster disk usage. Let’s now 
look at the important factors that affect the speed of the scratch disk. 

Interface connection 

Most modem Macs and PCs have IDE, ATA or SATA drives as 
Standard. A fast internai hard disk is adequate for getting started, 
but for better performance, you should really install a second 
internai or externai hard drive and have this dedicated as the 
primary scratch disk (make this the number one scratch disk in the 
Performance preferences). Your Computer will most likely have 
the choice of a USB or FireWire connector for linking externai 
devices. USB 2 offers a much faster connection speed than the old 
USB 1, while FireWire (IEEE 1394) is regarded as being faster 
still. With USB or Firewire you can hot swap a drive between 
one Computer and another. This is particularly useful when you 
wish to shuttle very large files around quickly. With the advent of 
FireWire 800 we are now seeing an appreciable improvement in 
data transfer speeds. And as I mentioned at the beginning of this 
chapter, the latest Macintosh computers now feature a Thunderbolt 
interface capable of transfer rates up to 500 Gbits/s. Note though 
that it is the data transfer and not the data access time that is the 
measure of disk speed to look out for. 


Figure 2.19 Ifyou hold down the 
02JQZI keys during the startup cycle as you 
launch Photoshop, this reveals the Scratch 
Disk Preferences dialog, allowing you to 
configure the Scratch Disk options during 
startup. 


Hard drive speed 

Most desktop computers use internai drives which run at 7200 rpm 
and you can easily find spare internai drives that run at this speed 
or faster. For example, there are drives that even run at 10,000 
or 15,000 rpm, but these are hard to come by and are expensive, 
plus they are more limited in disk capacity. Laptop computers 
usually have slower hard drives fitted as standard (typically 5400 
rpm). It may therefore be worth checking if you can select a faster 
speed hard drive as a build-to-order option. Externai SATA drives 
(eSATA) are now regarded as faster than Firewire 800 and are 
available, sometimes as multiport drives like the LaCie d2 series. 

In theory these are better. And of course, there are now the SSD 
drives, which offer very fast read/write speeds. 
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RAID setups 

RAID stands for Redundant Array of Independent Disks, and a 
simple way to explain RAID is that it allows you to treat multiple 
drives as a single drive volume to provide either increased data 
integrity, capacity, transfer rates or fault-tolerance compared with 
a single volume. How it does this depends on the RAID levei you 
choose. You need a minimum of two disks to configure a RAID 
system and most off-the-shelf RAID Solutions are sold as a bay 
dock that can accommodate two or more drives with a built-in 
RAID controller. A RAID disk can be connected via internai SCSI 
or using an externai FireWire (IEEE 1394) 400/800 connection. 

RAID O (stríping) 

A RAID 0 setup is an ideal choice for use as a Photoshop scratch 
disk. With a RAID 0 setup, two or more drives are striped together 
to create a single large volume drive. For example, if two 400 GB 
drives are striped using a RAID 0 setup you will end up with a 
single 800 MB volume. RAID 0 is useful where you require fast 
hard drive access speeds, because the drive access speed increases 
proportionally to the number of drives that are added. So, if you 
have a 2 x 400 GB drive RAID 0 system, the hard drive access 
speed should be two times that of a single 800 GB drive. A RAID 
0 setup can offer faster speeds, but will be less reliable, since if one 
drive fails, all the stored data is lost on the combined volume. 

RAID 1 (mirroríng) 

A RAID 1 setup Stores duplicate data across two drives. This 
means that if you have, say, two 400 GB drives configured in a 
RAID 1 setup, the data on one drive is mirrored on the other and 
the total drive capacity will be equal to that of a single drive (in 
this case, 400 GB). RAID 1 systems are used as a way to protect 
against sudden drive failure since if one drive fails, a mirror copy 
of that data can immediately be accessed from the other drive and 
if you replace the defunct drive with a new one, the RAID 1 system 
rebuilds a copy of the data on the new drive. A RAID 1 setup offers 
greater security but the downside is that RAID 1 read/write speeds 
are slower. This is because the RAID 1 system has to constantly 
back up the data between one drive and the other. 
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Software RAIDs 

lt used to be the case that software-created 
RAIDs such as the one included with the 
Mac OS X Disk Utilities program were a 
lot slower than a dedicated system. True, 
the read/write speeds from a software RAID 
will still be somewhat slower than a true 
dedicated RAID system since a software 
RAID will be stealing some of your 
Computer processor cycles, but these days 
the speed loss is not as bad as it used to 
be. For example, a software-driven internai 
striped RAID 0 can bring about a 45% 
increase in disk access speed. Overall I 
recommend that if you do choose to go 
down the internai RAID route, you use a 
dedicated device with a RAID controller. 



Figure 2,20 A RAID system drive setup 
contains two or more drives linked together 
that can provide either faster disk access or 
more secure data backup. 


Internai RAID 

You can fit an internai RAID system with a do-it-yourself kit 
consisting of two internally mounted drives and a RAID controller 
card. This should not be too challenging to install yourself, but if 
you are in any doubt about whether you are capable of doing this 
then you should get a qualified Computer specialist to install such 
a system in your Computer. The advantage of an internai RAID is 
that it is always there whenever you turn the Computer on and is an 
economical solution compared with buying an externai RAID drive 
setup. Most PC tower Computer systems should have plenty of free 
hard drive bays, which will make it fairly easy for you to install 
internai RAID. An internai RAID setup will definitely speed up the 
time it takes Photoshop to read and write data to the scratch disk. 
However, if you have more hard drives running simultaneously this 
will mean more power consumption, which in turn can generate 
extra heat and possibly more noise too. Be warned that this heat 
may cause problems for the cooling system in your Computer and 
put extra strain on the internai power supply unit. 

Externai RAID 

Externai RAID hard drive units (Figure 2.20) are not overly 
expensive and you can easily buy a ready assembled bay dock 
with a couple of drives and a built-in RAID controller that can be 
configured for RAID 0. The speed will be governed not just by the 
number of drives making up the RAID but also by the speed of 
the cable connection. Most RAID systems these days will connect 
to the Computer via a FireWire 400/800 or SATA connection, 
which may again require a special card in order to connect to the 
Computer (for now). At this time of writing it seems that computers 
in the future are more likely to support SATA as standard. My 
own personal experience has led me to be rather wary of relying 
on SATA. I have had two SATA RAID units fail or have problems 
maintaining a connection to the Computer. For this reason I have 
chosen to stick with FireWire 800, and even this isn’t completely 
reliable on the Mac OS X system. 

Graphics Processor settings 

OpenGF enabled video cards are able to offload processor- 
intensive activity from the CPU to the video card’s GPU (Graphics 
Processing Unit). An OpenGF card also uses its own onboard 
RAM to lessen the burden on the CPU and this can result in 
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faster overall video performance. Photoshop is able to detect the 
graphics card used by your Computer and whether it has a built- 
in Graphics Processor Unit (GPU) capability. If so, you can then 
check the ‘Use Graphics Processor’ option to make full use of the 
graphics processor memory on the card. As was explained earlier, 
in Chapter 1, this preference setting affects images opened in 
Photoshop on a per-window document basis. 

The main advantages of enabling the graphics processor are: 
smooth views when using odd number viewing percentages, image 
rotation, flick panning, smooth animated zooms, the bird’s-eye 
view zoom-out feature, Puppet Warp, applying transforms plus a 
pixel grid display at view magnifications greater than 500%. In 
Photoshop CS6 16-bit and 32-bit images should also redraw faster 
when viewed at a 50% magnification or lower. And, where cards 
are OpenCL enabled, this can improve performance when using the 
Blur Tools filters in Photoshop CS6. Note, the advanced graphic 
Processing is only available on later operating systems (which are 
basically the ones that are required anyway to run Photoshop CS6). 

If you click on the Advanced Settings... button this opens the 
Advanced Graphics Processor Settings dialog shown in Figure 
2.21, where you will want to check ‘Use Graphics Processor to 
Accelerate Computation’ option. There are three drawing mode 
leveis: Basic, Normal and Advanced. The Advanced option aims to 
give you the maximum benefit from the graphics processing, but 
if the screen redraws appear to work less smoothly than desired 
you can select the Normal or Basic modes instead. Checking the 
Anti-alias Guides and Paths option can help improve the visibility 
of pen paths and guides. 


Advanced Graphics Processar Settings 
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G Use OpenCL 

0 Anu-alias Guides and Paths 


( OK 

J 


f dancei 
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Cache pyramid strueture 

If you have the Use Graphics Processor 
option switched off, or your video card 
does not support OpenGL, you may 
sometimes notice how layered Photoshop 
images are not always displayed with 
complete accuracy at anything other than 
the 100% magnification. Forexample, if 
you have added a pixel layer that has a 
sharp edge, you might see a line appear 
along the edges when it is viewed at 
smaller viewing percentages. This is 
simply the image cache at work and 
nothing to worry about - it is speeding 
up the display preview at the expense 
of accuracy. If you have to work on an 
image (without OpenGL) at a less than 
100% magnification, then do make sure 
the magnification is a wholly divisible 
number of 100%. In other words, it is 
better to work at 50%, 25% or 12.5% 
magnification, ratherthan at 66% or 33%. 
Note also that the number of cache leveis 
will affect the strueture of a TIFF file when 
the ‘Save Image Pyramid’ option is selected 
(see Figure 1.96 on page 73). 


Figure 2,21 The Advanced Graphics Processor Settings dialog. This offers three 
drawing mode leveis: Basic, Normal and Advanced. 
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Figure 2,22 This is an example of the 
brush cursor using the Full Size Brush Tip 
mode with Show Crosshair in Brush Tip. 


Cursors preferences 

We now come to the Cursors preferences (Figure 2.23). The 
painting cursors can be displayed as a painting tool icon, a precise 
crosshair or with the default setting, which shows an outline of 
the brush shape at its ‘most opaque’ size in relation to the image 
magnification. When the Normal brush tip is selected, the brush 
cursor size represents the boundary of the brush shape up to where 
the brush opacity is 50% or denser in opacity. You can also choose 
to display a Full Size brush tip, indicating the entire outer edge 
reach of a soft edged brush. This represents the complete brush 
area size and it is debatable whether this improves the appearance 
of the painting cursors or not (see Figure 2.22). The ‘Show 
Crosshair in Brush Tip’ option allows you to display a crosshair 
inside the brush size cursor. In the Other Cursors section, the 
Standard option represents all the other tools using a standard tool 
icon. I suggest you change this to the Precise setting, because this 
will make it easier for you to target the placement of certain tools 
such as the crop tool or clone stamp. 
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Figure 2.23 The Display & Cursors preferences. 
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The key can be used to toggle the cursor display. 

When the Standard paint cursor is selected, the toggles 

between a Standard and Precise cursor view. When the Precise or 
a brush size paint cursor option is selected, the tSWmSH toggles 
between a Precise and a brush size cursor view. When the Standard 
cursor mode is selected for all other cursors, the toggles 

between the Standard and Precise cursor views. 


Transparency & Gamut 

The Transparency & Gamut settings (Figure 2.24) determine how 
the transparent areas in an image are represented on the screen. 

If a layer contains transparency and is viewed on its own with the 
background layer visibility switched off, the transparent areas are 
normally shown as a checkerboard pattern. The display preferences 
let you decide how the checkerboard grid size and colors are 
displayed. If you go to the preferences shown here you can select 
different grid sizes and colors, but you can also select None. When 
this is selected the transparent areas are displayed as solid white. 
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Figure 2,24 The Transparency display settings are editable. You have a choice of 
Transparency display settings: None, Small, Médium or Large grid pattern, and a choice of 
different grid colors. 
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Figure 2.25 This shows the Photoshop 
Color Pickerwith a gamut warning applied. 
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Figure 2.26 The New Document Preset 
Resolution settings will have a bearing on 
the resolution used when selecting a new 
document preset from the File o New 
Document dialog. In this example, if I were to 
selectthe U.S. Paper, International Paper or 
Photo preset, the file resolution would be set 
to whateverthe Print Resolution is in the Units 
& Rulers preferences. 


Color Picker gamut warning 

The gamut warning can be switched on via the View menu 
(ElgpiQ ffiPigpQ ) and uses whatever color has been set 
in the Transparency & Gamut preferences. The gamut warning 
alerts you to any colors that will be out of gamut after a conversion 
is made from, say, RGB to CMYK, or whichever color space is 
currently loaded in the View o Proof Setup menu. The default 
overlay color is a neutral gray at 100% opacity, but I suggest 
reducing the opacity to make the gamut warning appear as a 
semi-transparent overlay. So, if you are working on an image in 
RGB mode and you choose View O Gamut Warning, Photoshop 
highlights these out-of-gamut colors with a color overlay. The 
gamut warning is, in my view, a rather crude instrument for 
determining whether colors are in gamut or not, since a color that 
is only slightly out of gamut will be highlighted as strongly as a 
color that is hugely out of gamut. A good quality graphics display 
coupled with a custom proof setup view mode is a much more 
reliable guide. Note that if you have the Photoshop Color Picker 
dialog open, you can choose View o Gamut Warning to apply a 
gamut warning overlay to the Color Picker colors (see Figure 2.25). 

Units & Rulers 

You can use the Units & Rulers preferences section to set the Ruler 
measurements (inches or centimeters, etc.) and the units used. 

Note that as well as using the preferences options shown here, the 
measurement units can also be changed via the Info panei submenu 
or by QSI right mouse-clicking on a ruler to open the contextuai 
menu (you can also double-click the ruler bar as a shortcut for 
opening the preference window shown in Figure 2.27). 

The New Document Preset Resolution options allow you to 
decide what the default pixel resolution should be for print output 
or screen display work whenever you select a preset from the File 
o New Document dialog (Figure 2.26). The Screen Resolution has 
typically always been 72 ppi. But there is no real significance to 
the resolution that is set here if an image is only destined to appear 
in a Web page design. Web browser programs are only concerned 
with the physical number of pixels an image has and the resolution 
setting actually has no relevance. The Print Resolution setting is 
more useful as this does have an important bearing on what size an 
image will eventually print. 
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Figure 2,27 The ruler units can be set in pixels, inches, cm, mm, points, picas or as 
a percentage. The percentage setting is ideal for recording actions that you wish to apply 
proportionally at any image size. 

Guides, Grid & Slices 

The Guides, Grid & Slices preferences (Figure 2.28) let you decide 
the colors to use for the Guides, Smart Guides, Grid and Slices. 
Both Grid and Guides can be displayed as solid or dashed lines, 
with the added option of dotted lines for the Grid. The number of 
Grid subdivisions can be adjusted to suit whatever project you are 
working on and the Slice options include a Line Color style and 
whether the Slice Numbers are displayed or not. 

Figure 2.29 shows an example of the selection edges made 
visible from the View o Show menu, as well as a smart guide 
highlighting the alignment of a layer. 
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Figure 2,28 The Guides, Grid & Slices preferences. 
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Figure 2,29 The View o Show menu options include Layer Edges. When this is 
selected the currently selected layer or layers will be indicated with a rectangular color 
edge border. The Smart Guides option is useful as a visual aid for aligning layer elements. 
The Smart Guides (shown here in pink) will flash on and off to indicate when a layer 
element is aligned to other layers in the image. 
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Plug-ins 

The Plug-ins folder will automatically be recognized by Photoshop 
so long as it resides in the same application folder. Figure 2.30 
shows how you can also choose an Additional Plug-ins Folder 
that may be located in another application folder, such as Adobe 
Bridge, so that these plug-ins can in effect be shared with 
Photoshop. To do this click on the Choose... button to locate the 
additional plug-ins folder. 

In the Filters section the ‘Show all Filter Gallery groups and 
names’ option is left switched off. When checked, this allows you 
to see the full range of non-GPU effects filters. I suspect most 
photographers will be happy to leave this option disabled. 

Photoshop can now install what are known as Extensions 
paneis (such as the Configurator panei described on page 27). 

If the ‘Load Extensions Paneis’ option is checked this will load 
all the installed paneis on start-up. Furthermore, if the ‘Allow 
Extensions to Connect to the Internet’ option is checked, this 
allows such paneis to connect over the Internet, allowing them 
to access new content plus any important panei updates. This is 
obviously essential for those Extensions paneis that need to be 
connected to the Internet in order for them to work. 


Plug-ins folder location 

The location of the standard Plug-ins 
folder, where the standard set of shipping 
plug-ins are installed, has been moved. 

On Windows, the Plug-ins folder is now 
located in the Program Files\Adobe\ 

Adobe Photoshop CS6\Required. On Mac, 
it is located in the Applications/Adobe 
Photoshop CS6/Required directory. There 
is still a Plug-ins directory inside the 
Adobe Photoshop CS6 program directory. 
This is now used for placing third-party 
plug-ins, extension Paneis, orany optional 
plug-ins that have been distributed outside 
the full instai ler. This means that you 
can now more easily disable loading all 
the plug-ins that are in the Plug-ins and 
Additional Plug-ins directories on a per 
session basis. To do this hold down the 
M key at launch. This will show a 
message asking if you would like to skip 
loading optional and third-party plug-ins. 
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Figure 2.30 The Plug-ins preferences. 
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Figure 2.31 Photoshop presents the font 
lists using a WYSIWYG menu listing. 


Type preferences 

Lastly, we come to the Type preferences (Figure 2.32), which are 
mainly of importance to graphics users rather than photographers. 
We could all do with smart quotes I guess, but the smart quotes 
referred to here is a preference for whether the text tool uses 
vertical quotation marks or rounded ones that are inverted at the 
beginning and end of a sentence. The ‘Enable Missing Glyph 
Protection’ option will switch on automatic font substitution for 
any missing glyph fonts (those swirly graphic font characters). The 
‘Show Font Names in English’ option will be of more significance 
to non-English language users, as it allows them the option to 
display the font names in English, as an altemative to their own 
native language. 
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Type tool initialization 

When you select the type tool for the first 
time during a Photoshop session, there 
will be a brief pause in which Photoshop 
initializes the type tool engine. If the type 
tool was selected when you last closed 
Photoshop, the initialization process will 
happen during the start-up cycle. 


Figure 2.32 The Type preferences. 

Ensuring the preferences are saved 

Once you have configured your preferences and got everything 
set up just the way you want, it is a good idea to Quit and restart 
Photoshop. This then forces Photoshop to save these preferences as 
it updates the preference file. 
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Chapter 3 


Camera Raw Image 
Processing 

I n the 15 or so years that I have been writing this series of 
books, the photography industry has changed out of all 
recognition. When I first began writing about Photoshop, 
most photographers were shooting with film cameras, 
getting their pictures scanned, and only a few professionals 
were shooting with high-end digital cameras. In the last decade 
the number of photographers who shoot digitally has grown to 
the point where it is the photographers who shoot film who are 
now in the minority. I therefore reckon that the vast majority of 
photographers reading this book will be working with pictures 
that have been shot using a digital SLR or high-end digital camera 
that is capable of capturing files in a raw format that can be read 
by Adobe Camera Raw in Photoshop. This is why I have devoted 
a whole chapter (and more) to discussing Camera Raw image 
Processing. 
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From light to digital 

The CCD or CMOS chip in your camera 
converts the light hitting the sensor into 
a digital image. In orderto digitize the 
information, the signal must be processed 
through an analog-to-digital converter 
(ADC). The ADC measures the amount of 
light hitting the sensor at each photosite 
and converts the analog signal into a binary 
form. At this point, the raw data simply 
consists of image brightness information 
coming from the camera sensor. The raw 
data must somehow be converted and it is 
here thatthe raw conversion method used 
can make a huge difference to the quality of 
the final image output. Digital cameras have 
an on-board microprocessorthat is ableto 
convert the raw data into a readable image 
file, which in most cases will be in a JPEG 
file format. The quality of a digital image is 
therefore primarily dependent on the lens 
optics used to take the photograph, the 
recording capabilities of the CCD or CMOS 
chip and the analog-to-digital converter, but 
it is the raw conversion process that matters 
most. If you instead choose to process the 
raw data on your Computer, you have much 
greater control than is the case if you had 
let your camera automatically guess the best 
raw conversion settings to use. 


Camera Raw advantages 

Although Camera Raw started out as an image processor 
exclusively for raw files, it has, since version 4.0, also been capable 
of processing any RGB image that is in a JPEG or TIFF file format. 
This means that you can use Camera Raw to process any image 
that has been captured by a digital camera, or any photograph that 
has been scanned by a film scanner and saved as an RGB TIFF 
or JPEG. Camera Raw allows you to work non-destructively and 
anything you do to process an image in Camera Raw is saved as an 
instruction edit and the pixels in the original file are never altered. 

In this respect, Camera Raw treats your master files as if they were 
your negatives and you can use Camera Raw to process an image in 
any way that you like without ever altering the original. 

The new Camera Raw workflow 

When Camera Raw first carne out it was regarded as a convenient 
tool for processing raw format images, without having to leave 
Photoshop. The early versions of Camera Raw had Controls for 
applying basic tone and color adjustments, but Camera Raw could 
never, on its own, match the sophistication of Photoshop. Because 
of this, photographers would typically follow the Camera Raw 
workflow steps described in Figure 3.1. They would use Camera 
Raw to do all the ‘heavy lifting’ work such as adjusting the white 
point, exposure and contrast and from there output the picture 
to Photoshop, where they would carry out the remaining image 
editing. 

Camera Raw 7 in Photoshop CS6 offers far more extensive 
image editing capabilities and it is now possible to replicate in 
Camera Raw some of the things which previously could only 
have been done in Photoshop. The net result of all this is that you 
can (and should) use Camera Raw as your first port of call when 
preparing any photographic image for editing in Photoshop. Fefs 
be clear, Camera Raw does not replace Photoshop. It simply 
enhances the workflow and offers a better set of tools to work with 
in the early stages of an image editing workflow. Add to this what 
I mentioned earlier about being able to work with JPEG and TIFF 
images, and you can see that Camera Raw is a logical place for any 
image to begin its journey through Photoshop. 

If you look at the suggested workflow listed in Figure 3.2 
you will see that Camera Raw 7 now has everything you need to 
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optimize and enhance a photograph. It can also be argued that if 
you use Camera Raw to edit your photographs, this replaces the 
need for Photoshop adjustments such as Leveis, Curves and Hue/ 
Saturation. To some extent this is true, but as you will read later in 
Chapter 5, these Photoshop adjustment tools are still relevant for 
fine-tuning the images that have been processed first in Camera 
Raw, especially when you want to edit your photos directly 
or apply certain kinds of image effects that require the use of 
adjustment layers or additional image layers. 

O Set the white point 

O Apply a fine-tuned camera calibration adjustment 
O Set the highlight and shadow clipping points 
O Adjust the brightness and contrast 
O Adjust the color saturation 

O Compensate for chromatic aberrations and vignetting 
O Apply basic sharpening and noise reduction 
O Apply a crop 

O Open images in Photoshop for further image editing 

Figure 3-1 Camera Raw 1 offered a limited but useful range of image adjustments, and 
this remained unchanged through to version 3.0 of Camera Raw. 


Camera Raw support 

Camera Raw has kept pace with nearly 
all the latest raw camera formats in the 
compact range and digital SLR market, 
but only supports a few of the higher-end 
cameras such as the Hasselblad, Leaf, 
Leica and Phase One cameras. Camera 
Raw currently offers support for over 
350 raw camera formats, including most 
of the leading models, and is updated 
regularly every three months or so. As I 
mentioned here, you can also use Camera 
Raw to open JPEG and TIFF files. It is an 
RGB editor, so is designed to edit in RGB. 
However, CMYK files can be opened via 
Camera Raw, but will be converted to RGB 
upon opening. Forthefull list, goto: www. 
adobe.com/products/photoshop/extend. 
html. 


O Set the white point 

O Apply a Camera Profile camera calibration adjustment 
O Apply a Lens Profile calibration adjustment 

(correct for lens distortion chromatic aberrations and vignetting) 
O Set the overall Exposure brightness 
O Enhance the highlight detail using Highlights slider 
o Enhance the shadow detail using Shadows slider 
o Fine-tune the highlight and shadow clipping points 
O Adjust the midtone contrast (Clarity) 
o Fine-tune the Tone Curve contrast 
O Fine-tune the color saturation/vibrance plus HSL color 
O Retouch spots using the clone or heal brush 
O Make localized adjustments (i.e. adjustment brush, graduated filter) 
O Apply capture sharpening and noise reduction 
O Apply a crop and/or a rotation 
O Open images in Photoshop for further image editing 

Figure 3-2 Camera Raw 7 has now extended the list ofthingsthat can bedoneto an 
image at the Camera Raw editing stage. 
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Camera Raw size limits 

Camera Raw can now open images up to 
65,000 pixels in any dimension up to 512 
megapixels. 
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Figure 3,3 The camera’s on-board 
processor is used to generate the low 
resolution JPEG preview image that appears in 
the LCD screen. The histogram is also based 
on this JPEG preview and therefore a poor 
indicator of the true exposure potential of a 
raw capture image. 


Does the order matter? 

When you edit an image in Camera Raw it does not matter which 
order you apply the adjustments in. The lists shown in Figures 3.1 
and 3.2 are presented as just one possible Camera Raw workflow. 
So for example, you could refer to the list of steps in Figure 3.2 
and start by applying the crop and work your way through the 
remainder of the list backwards. However, you are best advised 
to start with the major adjustments first, such as setting the white 
point and Exposure in the Basic panei before going on to fine-tune 
the image using the other Controls. 

Raw capture 

If you are shooting with a professional digital back, digital SLR, 
or an advanced compact digital camera, you will almost certainly 
have the capability to shoot using the camera’s raw format mode. 
The advantages of shooting raw as opposed to JPEG mode are 
not always well understood. If you shoot using JPEG, the files are 
compressed by varying amounts and this file compression enables 
you to fit more captures on to a single card. Some photographers 
assume that shooting in raw mode simply provides you with 
uncompressed images without JPEG artifacts, but there are other, 
more important reasons why capturing in raw mode is better than 
shooting with JPEG. The main benefit is the flexibility raw gives 
you. The raw file is like a digital negative, waiting to be interpreted 
any way you like. It does not matter about the color space or white 
balance setting that was used at the time of capture, since these can 
all be set later in the raw processing. You can also liken capturing 
in raw mode to shooting with negative film, since when you shoot 
raw you are recording a master file that contains all the color 
information that was captured at the time of shooting. To carry the 
analogy further, shooting in JPEG mode is like taking your film 
to a high Street photo lab, throwing away the negatives and then 
making scans from the prints. If you shoot JPEGs, the camera is 
deciding automatically at the time of shooting how to set the white 
balance and tonal corrections, often clipping the highlights and 
shadows in the process. In fact, the camera histogram you see on 
the camera LCD is based on the JPEG interpretation capture data 
regardless of whether you are shooting in raw or JPEG mode (see 
Figure 3.3). 


130 




Chapter 3 


Camera Raw image Processing 


lt’s ‘raw’ not ‘RAW’ 

This is a pedantic point, but raw is always 
spelt using lower case letters and never all 
capitais, which would suggest that ‘raw’ 
was some sort of acronym, like JPEG or 
TIFF, which it isn’t. 


JPEG capture 

When you shoot in JPEG mode, your options are more limited 
since the camera’s on-board Computer makes its own automated 
decisions about how to optimize for tone, color, noise and 
sharpness. When you shoot using JPEG or TIFF, the camera is 
immediately discarding up to 88% of the image information thafs 
been captured by the sensor. This is not as alarming as it sounds, 
because as youTl know from experience, you don’t always get a 
bad photograph from a JPEG capture. But consider the alternative 
of what happens if you shoot using raw mode. The raw file is 
saved to the memory card without being altered by the camera. 

This allows you to work with all 100% of the image data that was 
captured by the sensor. If you choose to shoot in JPEG capture 
mode you have to make sure that the camera settings are absolutely 
correct for things like the white balance and exposure. There is 
some room for maneuver when editing JPEGs, but not as much 
as you get when editing raw files. In JPEG mode, your camera 
will be able to fit more captures onto a card, and this will depend 
obviously on the capture file size and compression settings used. 
However, it is worth noting that at the highest quality setting, JPEG 
capture files are sometimes not that much smaller than those stored 
using the native raw format. What you will find though is that the 
burst capture rate is higher when shooting in JPEG mode and for 
some photographers, such as those who cover sports events, speed 
is everything. 


When shooting raw, all you need to consider is the ISO setting 
and camera exposure. But this advantage can also be seen by some 
to be its biggest drawback; since the Camera Raw stage adds to 
the overall image processing, this means more time has to be spent 
working on the images, plus there will be an increase in the file 
size of the raw captures and download times. For these reasons, 
news photographers and others may find that JPEG capture is 
preferable for the kind of work they do. 


Editing JPEGs and TIFFs in Camera Raw 

Not everyone is keen on the idea of using Camera Raw to open 
non-raw images. However, the Camera Raw processing tools are so 
powerful and intuitive to use that why shouldnT they be available 
to work on other types of images? The idea of applying further 
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Adobe Photoshop Lightroom 

The Adobe Photoshop Lightroom program 
is designed as a raw processor and image 
management program for photographers. 

It uses the exact same Adobe Camera Raw 
color engine that is used in Photoshop, 
which means that raw files that have 
been adjusted in Lightroom can also 
be read and opened via Camera Raw in 
Photoshop or Bridge. Having said that, 
there are compatibility issues to be aware 
of whereby only the most recent version 
of Camera Rawwill be ableto fully 
interpret the image Processing carried out 
in Lightroom and vice versa. Lightroom 
does have the advantage of offering a fu II 
range of workflow modules designed to 
let you edit and manage raw images all 
the way from the camera import stage 
through to Slideshow, Book, Print or Web 
output. There is no differentiation made 
between a raw or non-raw file, and with 
the latest Process 2012, the same default 
settings are applied when a photo is first 
imported. When you choose to open a 
Lightroom imported, non-raw file (a JPEG, 
TIFF or maximum compatibility PSD) 
into Photoshop, Lightroom gives you the 
option to apply or not apply Lightroom 
edited image adjustments. 


Camera Raw processing may seem redundant in the case of JPEGs, 
but despite these concems, Camera Raw does happen to be a good 
JPEG image editor. So from one point of view, Camera Raw can be 
seen as offering the best of all worlds, but it can also be seen as a 
major source of confusion (is it a raw editor or what?) 

Perhaps the biggest problem so far has been the implementation 
rather than the principie of non-raw Camera Raw editing. Earlier 
in Chapter 2,1 made the point that opening JPEGs and TIFFs via 
Camera Raw was made unnecessarily complex in Photoshop CS3, 
but following the changes made in Photoshop CS4, this issue has 
been mostly resolved. The Camera Raw file opening behavior for 
non-raw files is now much easier to configure and anticipate (see 
“Camera Raw preferences” on page 107 for the full details). 

On the other hand, if you look at the Lightroom program, I 
think you TI find that the use of Camera Raw processing on non- 
raw images works very well indeed (I explain the Lightroom 
approach to non-raw editing in a separate PDF thafs on the book 
website). It has to be said that editing non-raw files in Lightroom 
is much easier to get to grips with, since Lightroom manages to 
process JPEGs quite seamlessly (see sidebar). 

Alternative Raw processors 

While I may personally take the view that Camera Raw is a 
powerful raw processor, there are other alternative raw processing 
programs photographers can choose from. Some camera 
manufacturers supply their own brand of raw processing programs 
which either come free with the camera or you are encouraged 
to buy separately. Other notable programs include Capture One 
(www.phaseone.com/en/software.aspx), which is favored by a 
lot of professional shooters, Bibble (www.bibblelabs.com), DxO 
Optics Pro (www.dxo.com) and Apple’s Aperture which can also 
be seen as a rival for Adobe’s own Lightroom program. If you are 
using some other program to process your raw images and are 
happy with the results you are getting then thafs fine. Even so, I 
would say that the core message of this chapter still applies, which 
is to use the raw processing stage to optimize the image so that 
you can rely less on using Photoshop’s own adjustment tools to 
process the photograph afterwards. Overall it makes good sense to 
take advantage of the non-destructive processing in Camera Raw 
to freely interpret the raw capture data in ways that can’t be done 
using Photoshop alone. 
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A basic Camera Raw/Photoshop workflow 

The standard Camera Raw workflow should be kept quite simple. 
Select the photo you wish to edit and double-click the thumbnail 
in Bridge to open it in Camera Raw. Or, you can use the ISIQ 
tSItktSk shortcut to open in Camera Raw via Bridge (this is 
discussed later on page 150). In the example shown over the 
next few pages, I mainly used the Basic panei Controls to adjust 
the white balance, and make some initial tone edits. With these 
basic adjustments it is possible to produce a well-balanced color 
master image that can then be edited in Photoshop, where layers 
and filters can be added as necessary. Any special effects or black 
and white conversions are best applied at the end in Photoshop (as 
shown in Step 5). 



WlBA9766.dng 


^ ^ |. ~ ~ (222231 F1LMSTRIP M ET AO ATA OUTPUT 

■ Computer > M Hard Drive 2 > M PSCS6 > fcSewrmages > || Chapter 1 > Í| H « 

"'tmm ' -” 


- Sort by Date Created - a 


I 200 


File Propertie 


Filename WMA9765 dng 


Document Type DNG image 

Application Adobe Photoshop Camera Raw (Macintosh» 


Date Created 14/05/2011. 15 24 26 


Date File Modihed Today. 09 56 37 


Chapter 3 - Adobe Bridge 


1 1n this first step I opened a window in Bridge, selected a raw photo that I wished to edit 
and double-clicked on the highlighted thumbnail to open it via Camera Raw in Photoshop. 
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2 This shows the photograph opened via the Camera Raw dialog hosted in Photoshop, 
where I clicked ‘Auto’ (circled) to apply the Camera Raw Auto settings. 



Cttrlly 


3 1 was then able to use the Basic panei contrais to optimize the tone, color and contrast. 
Once I was happy with the way the image looked I clicked the Open Image button (circled) 
to continue editing it in Photoshop. 
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4 Opening the image from Camera Raw rendered a pixel image version of the raw file that 
could then be edited in Photoshop using all the tools that Photoshop has to offer. 
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5 In this step I added a Black & White adjustment layer to the top of the layer stack. This 
allowed me to preserve the color data in the retouched image and retain the ability to 
switch this conversion on or off. 
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Forward compatibility for raw files 

Adobe’s policy is to provide on-going 
Camera Raw support throughout the life 
of a particular Photoshop product. This 
means if you bought Photoshop CS5, you 
will have been provided with free Camera 
Raw updates up until version 6.7. Once 
a new Photoshop program comes out, 
Camera Raw support is continued for 
those new customers only. Consequently, 
you are obliged to upgrade your version of 
Photoshop if you wish to take advantage 
of the support offered for new cameras. 
However, you won’t be completely blocked 
off from doing so. If you refer to the end 
of this chapter you can read about the free 
DNG Converter program that is always 
released at the same time as any Camera 
Raw updates. What you can do is use DNG 
Converter to convert any supported raw 
camera format file to DNG. When you do 
this, the DNG file can then be read by any 
previous version of Camera Raw. 


Camera Raw support 

Camera Raw won’t ‘officially’ interpret the raw files from every 
digital camera, but over 350 different raw formats are now 
supported and Adobe is committed to providing intermittent 
free Camera Raw updates that will always include any new 
camera file interpreters as they become available. This generally 
happens about once every three months and sometimes sooner if 
a significant new camera is released. It is probably no coincidence 
that Thomas Knoll, who is a Canon EOS lDs user, always happens 
to have a new Camera Raw update for the lDs soon after a new 
model comes out! Camera Raw updates don’t usually include 
new features, although the Camera Raw 4.1 update for Photoshop 
CS3 was unique in that it offered a whole new refined approach 
to image sharpening. There is always a chance this might happen 
again, but for the most part, Camera Raw updates are provided 
in order to offer additional camera support, and/or improved 
integration with Lightroom. For example, a Camera Raw 4.5 
update was released so that Photoshop CS3 users could read raw 
files that had been edited in Lightroom 2 using features that were 
then new to Camera Raw. 

Now understand that while not all raw camera file formats are 
supported, this is in no way the fault of Adobe. Certain camera 
manufacturers have, in the past, done things like encrypt the white 
balance data, which makes it difficult for anyone but themselves 
to decode the raw image data. The Camera Raw team have always 
done their best to make Camera Raw compatible with the latest 
digital cameras, but sometimes there have been obstacles which 
arenT directly Adobe’s fault. 

DNG compatibility 

The DNG file format is an open standard file format for raw camera 
files. DNG is a file format that was devised by Adobe and there are 
already a few cameras such as Leica, Ricoh and Hasselblad H2D 
cameras that can shoot directly to DNG, plus there are now quite a 
few raw processor programs that can read DNG, including Camera 
Raw and Lightroom of course. Basically, DNG files can be read 
and edited just like any other proprietary raw file format and it is 
generally regarded as a safe file format to use for archiving your 
digital master files. For more about the DNG format I suggest you 
refer to pages 260-264 at the end of this chapter. 
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Getting raw images into Photoshop 

There was a time, not so long ago, when one would simply scan 
a few photographs, put them in a folder and double-click to 
open them up in Photoshop. These days most photographers are 
working with large numbers of images and it is therefore important 
to be able to import and manage those images efficiently. With 
Photoshop 7, Adobe introduced the File Browser, which was 
like an alternative open dialog interface that was built in to the 
Photoshop program. The File Browser offered a superior way 
to manage your images, allowing you to preview and manage 
multiple images at once. The File Browser was then superseded by 
Bridge, which was supplied as a separate program and included as 
part of the CS2 Creative Suite. 

As image browser programs go, Bridge’s main advantage is 
that you have ready access to Photoshop. You can open up single or 
multiple images and apply batch operations all directly from within 
Bridge. If you compare Bridge with other browser programs, it 
has enough basic functionality to suit most photographers’ needs, 
although it has to be said that Bridge has yet to provide the full 
functionality that professional photographers have come to rely on 
in other programs, such as those which are dedicated to the task 
of managing large numbers of photographs (such as Lightroom or 
Aperture). 



Figure 3.4 Here is a typical studio setup 
where I have a laptop Computer (plus a 
separate LCD display) stationed close to 
the actual shooting area, ready to process 
the captured images from the shoot. With 
the setup shown here I am able to import 
images either via a card reader or by shooting 
tethered. 


Image ingestion 

The first thing we should look at is how to get the images from 
the camera and on to the Computer, such as when shooting with 
a studio setup like the one shown in Figure 3.4. This process is 
usually referred to as ‘image ingestion’, which is not a particularly 
elegant phrase, but it’s how some people like to describe the image 
import process. 

Bridge features a Photo Downloader utility program that 
makes the downloading process easier to carry out than was the 
case in earlier versions of Bridge. Over the next few pages I have 
outlined all the steps that are required when working with the 
Photo Downloader. It so happens that I mostly use Lightroom to 
import my photos, so for comparison purposes I have provided a 
PDF on the book website where I show an example of how to use 
the Lightroom program to import captured images to the Computer 
ready for Lightroom and Photoshop editing. 
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EOS.DICrTAL 

1 To begin with I inserted a camera card into the Computer via a card reader. The card 
should mount on the desktop, or appear in the My Computer window, as a newly mounted 
volume. 


EL 

Adobe Bridge CS6 - Photo Downloader 
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33 Files Selected - Sâü.íÜMB 


location: 

Create Subfoldertsh 

/.../Pict u resy PS BookS boot- 2 011 

(LuSCCmíI Nàrrlè 

Choose... ) 

- 

PSBookShoat-íQUl 

“1 




Rename Fites: 

Advanced Rename... 

i| 


ixam ple: PSbook 1108 31J MC_ 101 ?xí2 
iVl Preserve Curre-ni Filename in XMP 

+ 


& Open Adobe Bridge 

L' Convert Tn DNC 

Seuings... ] 
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^^Advanced Dialog 

/ ( Cantei } l ( Cet Media_) 



None 


Custom Name 


Todav'* Date (vyyymmddJ 
Sh&t Date tyyvyjniriddl 
Shot Date íyyddrnm) 

Shot Date (ddmmyy) 
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Figure 3.5 The subfolder naming options. 


2 The next thing was to launch Bridge CS6 and choose File o Get Photos from 
Camera... This opened the Photo Downloader dialog shown here, where I could start 
by selecting where to download the files from (in this instance, the EOS_Digital camera 
card). Next, I chose a location to download the photos to. Here, I selected the Pictures 
folder. I then selected ‘Custom Name’ from the Create Subfolder(s) menu (see Figure 3.5) 
and typed in a name for the shoot import (this name is appended to the Location setting 
to complete the file path). I then went on the Rename Files menu, selected the Advanced 
Rename... option and configured the rename settings as shown above. If the ‘Delete 
Original Files’ option is checked, Photo Downloader gives you the option to delete the 
files from the camera card once they have been successfully downloaded to the Computer. 
I then checked the Save Copies to: option and clicked on the Choose... button to locate a 
backup folder to save the backup files to. 
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Copy to main import folder location 


EOS.DICUAL 



Computer Hard Drive 


Copy to backup folder location 



Backup Hard Drive 


Backup insurance 

For as long as they remain in one location 
only, your camera files are vulnerable to 
loss. This is especially true when they 
only exist on the camera card, which can 
easily get lost or the data could become 
corrupted. This is why it is always a good 
idea to get the camera files off the card 
and safely stored on a Computer hard drive 
as soon as possible. Not only that, it is 
also a good idea to make a backup of the 
camera files as you do so. Note that Bridge 
will apply the settings setup in the Photo 
Downloader to the files that are copied to 
the main folder location. But, the files that 
are copied to the backup location will be 
plain clone copies of the original camera 
files. The backup copy files will not be 
renamed (as are the main import files). 
This is a good thing because should you 
make a mistake during the rename process 
you will always retain a backup version 
of the files just as they were named when 
captured by the camera. Basically, backup 
files are like an insurance policy against 
both a drive failure as well as any file 
renaming mix-ups. 


3 Lets review the Photo Downloader settings that have been applied so far. The camera 
card contained the images I wished to import and the Photo Downloader settings had so 
far been configured to copy these files to the primary disk location (which in this instance 
would be the Computer hard drive), and at the same time make a backup copy of all the 
files to a secondary location (in this case, a backup hard drive). With the setup shown here, 
I was able to use Photo Downloader to make renamed copies of the files to the principal 
drive/folder location and, if desired, convert the files to DNG as I did so. With this type of 
configuration I would end up with two copies of each image: one on the main Computer 
and one on the backup drive. 
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4 1 then clicked on the Advanced dialog button in the bottom left comer (circled in Step 2). 
This revealed an expanded version of the Photo Downloader dialog, which allowed me to 
see a grid preview of all the images I was about to import from the card. I could now decide 
which images were to be imported by clicking on the thumbnail checkboxes to select or 
deselect individual photos. You can also use the Check All and Uncheck All buttons in the 
bottom left of the dialog to select or deselect all the thumbnails at once. 

The Rename Files section allowed me to choose a renaming scheme from the options 
shown in Figure 3.6. Which you should choose here will depend onwhat works bestfor 
you, and this is a topic I will explore in greater detail in the Image Management chapter. In 
this example I chose to rename using the shoot date followed by a custom shoot name. I 
could see how the renaming would work by inspecting the Example filename below, where, 
as you can see, the imported files were automatically renumbered beginning from the start 
number entered here. If you check the Preserve Current Filename in XMP, this gives you 
the option to use the Batch Rename feature in Bridgeto recoverthe original filename ata 
laterdate. 

The Advanced Options lets you decide what happens to the imported images after they 
have been renamed. You will most likely want to check the Open Adobe Bridge option so 
that Bridge displays the image download folder contents as the images are being imported. 
In the Apply Metadata section you can also choose a pre-saved metadata template 
(see Chapter 11) and enter yourauthor name and Copyright information. This is then 
Figure 3.6 Here are the options for the automatically embedded in the metadata of all the files as they are imported. 

Rename Files menu, highlighted in the dialog 
above. 


Do not rename files 
Today's Date (yyyymmdd) 
Shot Date (yyyymmdd) 
Shot Date (yyddmm) 

Shot Date (ddmmyy) 

Shot Date (ddmm) 

Shot Date (yyyyddmmm) 
Shot Date (ddmmmyyyy) 
Custom Name 


✓ Shot Date (yyyymmdd) + Custom Name 


Shot Date (yyddmm) + Custom Name 
Shot Date (ddmmyy) + Custom Name 
Shot Date (ddmm) + Custom Name 
Shot Date (yyyyddmmm) + Custom Name 
Shot Date (ddmmmyyyy) + Custom Name 
Custom Name + Shot Date (yyyymmdd) 
Custom Name + Shot Date (yyddmm) 
Custom Name + Shot Date (ddmmyy) 
Custom Name + Shot Date (ddmm) 
Custom Name + Shot Date (yyyyddmmm) 
Custom Name ♦ Shot Date (ddmmmyyyy) 
Same as Subfolder Name 
Advanced Rename... 
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_ ONC Conversion Settings_ 

Prevtew _ 

|P£C Previ «v Médium Sizt 
Compresston 
y Compressed (lossless) 

Image Converskm Method 

0 Preserve Raw Image 
Q Convert to Linear Image 

The image data is stored m the original 'mosalc" 

, format, lf possible. which maximizes the amount of 
data preserved. Mosaic image data can be converted to 
linear data. but the reverse is not possible. 


Original Raw File 
□ Embed Original Raw File 

Embeds the entire non-DNC raw file Inside the DNG 
• file. Thls creates a larger DNC file. but it allows the 
original raw file to be extracted later if needed. 


O™0 ÇjKD 


Converting to DNG 

To read more about converting proprietary 
raw files to DNG and the conversion 
settings shown here, please referto pages 
260-264 at the end of this chapter. 


5 lf the Convert to DNG option is selected, this can be used to convert raw images to the 
DNG file format as they are imported. For some people it can be useful to carry out the 
conversion straight away, but be warned that thiswill addto the time ittakes to import 
all the photos. Ifyou clickon the Settings... button (nextto the Convert to DNG option 
in Photo Downloader) this opensthe DNG Conversion Settings dialog shown here. Ifyou 
selectthe Médium Size JPEG Preview option, thiswill generate a standard size preview 
for the imported pictures-there is no point in generating afull size preview justyet since 
you may well be changing the camera raw settings soon anyway, so to get reasonably 
fast imports it is betterto choose ‘Médium Size’. Checkthe Compressed option ifyou 
would like smaller file sizes (note that this uses lossless compression and does not risk 
degrading the image guality). In the Image Conversion Method section I suggestyou don’t 
choose ‘Convert to Linear Image’, but choose ‘Preserve Raw Image’ as this keeps the raw 
data in the DNG in its original State. And lastly, you can choose to embed the original raw 
data (along with the DNG data) in the DNG file, but I would advise against this unless you 
really need to preserve the proprietary raw file data. 
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6 After I clicked on the Get Photos button in the Photo Downloader dialog, the images 
started to download from the card to the disk location specified in the Save Options in 
Step 4. The above progress dialog showed me howthe download process was proceeding. 
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PSEookShoot-ZOll - Adobe Bridge 
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Deleting camera card files 

lt isn’t actually necessary to delete the 
files from the camera card first, because 
formatting a card in the camera will delete 
everything that is on the card anyway. 
Formatting the card is good housekeeping 
practice as this helps guard against future 
file corruptions occurring with the card. 
However, I find that if I am in the midst of 
a busy shoot it is preferable to get into a 
routine of deleting the files before you put 
the card back in the camera. Otherwise I 
am always left with the nagging doubt: 
‘Have I downloaded all the files on 
this card yet? Is it really safe to delete 
everything on this card?’ 


7 Because the ‘Open Adobe Bridge’ option had been selected, once all the photos were 
downloaded, Bridge opened a new window to display the imported photos that were now in 
the selected download images folder. 



Adobe Bridge CS6 


Files have been successFulty copied to 
t U sers /martin.Ève n ing /Pi ciura s /PSQoúkShúoi-2011. Do 
• vou want to delete the se files from your camera. or card 
reader? 

ves No 


8 Also, because the ‘Delete Original Files’ option was selected, the above warning dialog 
appeared once the downloads to the primary destination folder (and backup folder) were 
complete. This step conveniently cleared the camera card of all the images that were 
stored on it and prepared it for reuse in the camera. Be warned that this step bypasses any 
opportunityto confirm if you really want to delete these files. Once you click ‘Yes’, the files 
will be permanently removed from the card. When I put a card back in the camera I usually 
reformat it anyway before shooting a fresh batch of photos to that card (see sidebar: 
Deleting camera card files). 
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Tethered shoot imports 

There is no direct support for tethered shooting in Bridge CS6, 
but if Bridge were able to do so, it would have to offer tethered 
support for many if not all the cameras that Camera Raw already 
supports. Enabling full tethered shoot functionality is difficult 
enough to do for one camera let alone several hundred. This is why 
those software programs that do offer tethered shooting, such as 
Capture One and Bibble, only do so for a narrow range of popular 
digital SLR cameras. However, it is possible to shoot in tethered 
mode with Bridge, but it all depends on the capabilities of your 
camera and whether it has a suitable connection socket and if the 
supplied camera software allows you to download files directly to 
the Computer. Many cameras (especially digital SLR cameras) will 
most likely come with some kind of software that allows you to 
hook your camera up to the Computer via a LireWire (IEEE 1394), 
USB 2 or Ethernet cable (Figure 3.7). If you are able to download 
files directly to the Computer, then Bridge can monitor that folder 
and this gives you a next best solution to a dedicated software 
program that is designed to operate in tethered mode. 

The only drawback to shooting tethered is that the camera 
must be wired up to the Computer and you don’t have complete 
freedom to wander around with the camera. If you have a wireless 
communication device then it may be possible to shoot in a direct 
import mode to the Computer, without the hassle of a cable, but 
at the time of writing, wireless shooting isn’t particularly speedy 
when shooting raw files with a typical digital SLR. 

Over the next few pages I have described a method for shooting 
in tethered mode with a Canon EOS camera, using the EOS 
Utility program that ships with most of the Canon cameras. This 
program lets you download camera files as they are captured, to 
a designated watched folder. Nikon owners will find that Nikon 
Capture NX2 includes a Camera Control component that allows 
you to do the same thing as the Canon software and establishes 
a watched folder to download the images to. The latest version 
of Nikon Capture supports all the latest D Series cameras. 
Alternatively, you might want to consider buying Bibble Pro 5 
software from Bibble Labs (www.bibblelabs.com). Bibble Pro does 
not cost as much as Nikon Capture. It enables tethered shooting 
with a wide variety of digital cameras and, again, allows you to 
establish a watched folder for the downloaded images, which you 
can monitor using Bridge CS6. 


1 ) 

Ej»T] 

__ 5 




Figure 3.7 Here is a photograph taken of 
me at work in the studio, shooting in tethered 
mode. 


Which utility? 

One of the problems with the Canon 


system is the way the utility programs have 
been named and updated with succeeding 
generations of cameras. First of all there 
was EOS Viewer Utility and now EOS 
Utility, which have both interacted with a 
program called EOS Capture. On top of 
this you also have to make sure that you 
are using the correct version of ‘utility’ 
software for your camera. It would help 
if there were just one program that was 
updated to work with all Canon cameras. 

Which transfer protocol? 

Nikon and Canon systems both offer FTP 
and PTP transfer protocols. Make sure 
you select the right one, as failure to do 
so can result in an inability to get tethered 
shooting to work. This information can be 
found in the camera manufactureis manual 
for your camera model. 
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1 To begin with, I made sure the camera was tethered to the Computer correctly and was 
switched on, I then launched EOS Utility and clicked the Preferences button (circled in 
orange) to open the Preferences dialog shown in Step 2 below. 


Preferences 


( United Softw ar e 


I User s /martm_evening/ Desktop /watched folder ( Browie... ) 

A subfokler imo which the tmage wili be saved wili automabcally be created in 
this folder. 

Create subfolder next time this function is used 
C Download iroages 

0 Re mote Shooting 
C Monitor Folder 


( None 


í 1 ( Setdngs- ) 


Ç Customize... ) 


Exampte 

C. /Users/martin_evening/Oe*ktop/watched folder 


( ) C <* ) 


( <***' ) t OK -) 


2 In the Destination Folder section, I clicked on the Browse. .. button and selected a 
destination folder that the camera captures were to be downloaded to. This could be an 
existing folder, or a new folder, such as the ‘watched folder’ selected here. Meanwhile, in 
the Linked Software section, I set the ‘Software to link’ to as ‘None’. 
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3 1 also needed to establish a file renaming scheme. It is possible to carry out the file 
renaming in Bridge afterwards, but establishing this beforehand can save time and helps 
reduce the risk of error if ifs applied automatically as the files are captured. In this 
example, I selected the Shooting Date+Prefix+Numberfile naming scheme and set the start 
countnumbertoT. 




4 1 then clicked OK to the Camera Settings in Step 3 and clicked on the Camera Settings/ 
Remote shooting option circled in blue in Step 1. This opened the Camera control window 
shown here, where I could configure the camera settings remotely. As soon as this window 
appeared I was ready to start shooting. 


Lightroom conflict 

If you are also running Lightroom, the 
one thing to watch out for here is that the 
watched folderyou select in Step 2 does 
not conflict with a watched folder that is 
currently being monitored by Lightroom. 

If this is the case, you will need to disable 
the auto-importfeature in Lightroom first 
before using it to import photos that can 
be viewed via Bridge. 

Auto renumbering 

When you select a numbering option in 
the File Name section, the numbering will 
keep on auto-updating until such time as 
you change the file prefix name. This is 
useful to know because it means that if you 
were to lose a camera connection or switch 
the camera off between shoots, the EOS 
Utility program knows to continue the file 
renaming of the import files from the last 
number used. 

Remote shooting Controls 

As soon as the Camera control window 
appears you know that you have succeeded 
in establishing a tethered connection 
and are ready to start shooting. This can 
be done by pressing the shutter on the 
camera, or alternatively, you can use the 
EOS Capture utility to capture the photos 
remotely from the Computer by clicking on 
the large round button (circled in orange 
in Step 4). You can also use this window 
to adjust the camera settings by selecting 
any of the status items in the window and 
use the left/right keyboard arrow keys to 
navigate between the various mode options 
and use the up/down keys to increase or 
decrease the individual settings. 
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5 As I started shooting, the EOS Utility enabled the import of the camera files directly into 
the watched folder I had established in Step 1 and renamed them (as configured in Step 2). 
All I needed to do now was point Bridge at the same watched folder as was configured 
in the EOS Utility preferences and I would see the pictures appear in Bridge directly. Of 
course, if you are shooting continuously in the studio or on location with a setup like 
this, then you will most likely wish to see the newest pictures appear first at the top of the 
content area in the Bridge window. To do this, I went to the View menu and ensured the 
Ascending Order item in the Sort menu was deselected (as shown in the screen shot on the 
left). Having done this, the files would now be sorted in reverse order with the most recent 
image appearing atthe top. 

When you have finished shooting in tethered mode, you will either need to move the 
files from the watched folder and place them elsewhere, or rename the folder. The main 
thing to be aware of here is that every time you start a new shoot, you will either want to 
choose a new job folder to download the photos to, or move the files from this folder to a 
new location and make sure that the watched folder you are linking to has been emptied. 

Of course, you could always create an Automator workflow action (Mac) or VB script 
(Windows PC) that allowed you to press a button to do the transfer and clearing of the 
watched folder. 
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Importing images via other programs 

Figure 3.8 highlights some of the various methods that can be 
used for importing images. There is no one program that can do 
everything perfectly, but of these, I would say that Capture One 
is the only program capable of ticking all the essential boxes (as 
long as your camera is supported). Ingestamatic and Imagelngester 
are great little utility programs that can provide a fast and robust 
import workflow. These are both currently available as demo 
versions from the link on the right. The newest versions allow you 
to download from up to 8 cards simultaneously. They can also 
provide raw file verification, apply default Camera Raw settings 
and incorporate GPS tagging. 

Ever since Adobe Photoshop Lightroom made its first 
appearance, I have been using it in the studio and on location to 
import images from cards as well as when shooting in tethered 
mode. To show you how I do this, I have included a PDF on the 
book website that demonstrates how I use Lightroom to import 
new photos into the Computer. I should mention though that I do 
still use Bridge for various other browsing tasks. For example, it 
would be difficult to manage a project such as this without using 
Bridge to manage the files that are used in the book. 


Ingestamatic and Imagelngester 

The Ingestamatic™ and Imagelngester™ 
Utilities have been designed by Marc 
Rochkind and are aimed at photographers 
who shoot raw files, and who need to 
ingest hundreds of images from a typical 
shoot. You can download demos of both 
from thefollowing link: 
http://basepath.com/site/. 
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Figure 3.8 In this table I have compared the features that are available when using * In these instances, tethered shooting is only 

some of the various methods for importing camera images into the Computer. As you can possible if done in conjunction with a camera 
see, there is no one perfect solution out there that wiII letyou do everything (although manufactureis import software. 

Lightroom and Capture One tick all the important boxes). Lightroom does now include the 
ability to shoot tethered, but does not provide as extensive support or as many options as 
some of the other methods of tethered shooting. 


147 














Martin Evening 


Adobe Photoshop CS6 for Photographers 


TWAIN origins 

On a side note here, the name TWAIN was 
originally arrived upon as a reference to 
Rudyard Kipling’s The Ballad of East and 
West’, in which he writes: . .and never 
the twain shall meet..An alternative 
explanation is that it’s an acronym for 
Technology Without An Interesting Name’. 


Import Images from Device (Mac only) 

This isn’t a raw capture feature, but while we are on the subject of 
importing images I did want to draw attention here to something 
thafs new in Photoshop CS6. Import Images from Device lets you 
interact with scanner devices and import images from a scanner 
directly into Photoshop (although you do need to install the 
appropriate driver and configure the scanner before you can scan 
images in this way). The impetus for this device is the fact that 
TWAIN 64-bit drivers are pretty scarce, and this new feature does 
at least offer some extra features that TWAIN can’t offer, such 
as support for networked scanners and cropping and rotation of 
images on import. This does at least give Macintosh users a simple 
interface control for importing photos from their desktop scanners. 


Import Images from Device 
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©Create new Photoshop document 
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Figure 3.9 This shows Import Images from Device with a scanner device selected. 
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When a supported scanner device is selected from the Devices 
menu, you’11 see options like those shown in Figure 3.9, where I 
selected the Manual option in the Image Correction menu (circled). 
This revealed the extra image adjustment Controls that were 
available for this scanner. As you can see, what you have here is 
fairly basic and advanced users will most likely prefer to stick 
with dedicated scanner software such as Vuescan or SilverFast. 
There is though an option to ‘Detect Separate items’, which works 
the same way as the Crop and Straighten command from the 
File o Automate submenu. At the bottom are two radio buttons, 
which allow you to choose whether to import files as new image 
documents, or to place as a new layer in the frontmost document. 

Import Images from Device does more though than just allow 
you to connect to desktop scanner devices. You can also import 
files from a connected digital camera, or a card reader. If you have 
an iSight camera connected to your Computer, you can even use it 
to take photos. In Figure 3.10 you can see that I had a smart phone 
connected to the Computer and could use Import Photos from 
Device to import the photos I had stored on it. 

^ O ^ import lírios from Device 
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@ Create new Photoshop document 
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Scanning to layers 

When you choose ‘Create new layer in 
frontmost documenf, the scanned image 
will be placed as a Smart Object layer. If 
you have ‘Detect Separate Items’ checked 
and this means you are going to be making 
multiple scans, you will need to commit 
each layer before the following scanned 
layer can be placed. If not, an alert will 
appear: ‘Cannot create new layer while 
current layer is active. Double-click layer to 
deactivate.’ Click 0K to get rid of the alert 
message. However, if you do not commit 
the placed layer in time, you will lose all 
further scanned images, though copies 
will be saved to the usual designated scan 
folder. 

Closing the Import Images dialog 

The ‘Import Images from Device’ dialog 
always remai ns open afteryou have 
made a scan. This is so that it remains 
on standby for making further scans. 

You can close it either by clicking on the 
Close button, or use the ilitM 20(29 
shortcut. 


Figure 3-10 This shows Import Images from Device with a smart phone device selected. 
Note that the Rotate Right and Rotate Left icons are dimmed when importing images from a 
scanner but are enabled when importing images from a camera. 
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Closing Bridge as you open 

lf you hold down the Q 03 key as you 
double-click to open a raw image, this 
closes the Bridge window as you open the 
Camera Raw dialog hosted by Photoshop. 

Installing updates 

Adobe release regular Camera Raw 
updates which keep Camera Raw 
up-to-date and compatible with the latest 
upcoming cameras. The update process 
is fairly straight forward. There are 
standard instai lers for Mac and PC that 
automatically update Camera Raw for you 
ratherthan require you to manually search 
for the correct folder location to copy 
the plug-in to. Note that whenever there 
is an update to Camera Raw there will 
also be an accompanying update for the 
Lightroom program as well as for Adobe 
DNG Converter. 


Basic Camera Raw image editing 

Working with Bridge and Camera Raw 

The mechanics of how Photoshop and Bridge work together are 
designed to be as simple as possible so that you can open single or 
multiple images or batch process images quickly and efficiently. 
Figure 3.11 summarizes how the file opening between Bridge, 
Photoshop and Camera Raw works. Central to everything is 
the Bridge window interface where you can browse, preview or 
make selections of the images you wish to process. The way most 
people are accustomed to opening images is to select the desired 
thumbnail (or thumbnails) and open using one of the following 
three methods: use the File o Open command, use a double-click, 
or use the shortcut. The way things are set up in 

Bridge, all of the above methods will open a selected raw image 
(or images) via the Camera Raw dialog hosted by Photoshop. 

If the image is not a raw file, it will open in Photoshop directly. 
Alternatively, you can use File o Open in Camera Raw... or 
use the 13(0 Q22KO shortcut to open images via the Camera 
Raw dialog hosted by Bridge. This allows you to perform batch 
Processing operations in the background without compromising 
Photoshop’s performance. If the ‘Double-click edits Camera Raw 
Settings in Bridge’ option is deselected in the Bridge General 
preferences, Rfriy/l double-clicking allows you to open an image or 
multiple selections of images in Photoshop directly, bypassing the 
Camera Raw dialog. 

Opening single raw images via Photoshop is quicker than 
opening them via Bridge, but when you do this Photoshop does 
then become tied up managing the Camera Raw processing and 
this will prevent you from doing any other work in Photoshop. 

The advantage of opening via Bridge is that Bridge can be used to 
process large numbers of raw files in Camera Raw, while freeing 
up Photoshop to perform other tasks. You can then toggle between 
the two programs. For example, you can be processing images in 
Camera Raw while you switch to working on other images that have 
already been opened in Photoshop. 

Regarding JPEG and TIFF images, Camera Raw can be made 
to open these as if they were raw images, but please refer to 
page 166 for a summary of the JPEG and TIFF handling behavior 
in Camera Raw. 
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Figure 3-11 You can open single or multiple images via Camera Raw hosted by Photoshop using a double-click, File o Open or 
IIiB> 223® Photoshop is ideal for processing small numbers of images. If you use tlid Q23Q Bridge hosts the single 
or multiple Camera Raw dialog. Opening via Bridge is better suited for processing large batches of images in the background. 
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Camera Raw tools 
A Zoom tool (Z) 

Use as you would the normal zoom tool to 
zoom the preview image in or out. 

[ir Hand tool (H) 

Use as you would the normal hand tool to 
scroll a magnified preview. 

/ White balance tool (I) 

The white balance tool is used to set the White 
Balance inthe Basic panei. 

Color sampler tool (S) 

This allows you to place up to nine color 
sampler points in the preview window (note 
that these are temporary and are not stored in 
theXMP data). 

Target adjustment tool (T) 

This allows you to use the cursor to mouse 
down on an image and apply targeted image 
adjustments, dragging the cursor up or down. 

[§v Crop tool (C) 

The crop tool can apply a crop setting to the 
raw image which is applied when the file is 
opened in Photoshop. 

Straighten tool (A) 

Use this tool to drag along a horizontal or 
vertical line to apply a ‘best fif, straightened 
crop. 

y. Spot removal (B) 

Use to remove sensor dust spots and other 
blemishes from a photo. 

% Red eye removal tool (E) 

For removing red eye from portraits shot using 
on-camera direct flash. 

/Adjustment brush (K) 

Use this brush tool to paint in localized 
adjustments. 

O Graduated filter (G) 

Use the graduated filter to apply graduated 
localized adjustments. 

[js] ACR preferences (Büfiffl-IO 

Opens the Adobe Camera Raw preferences 
dialog. 

Rotate counterclockwise (L) 

Rotates the image 90° counter clockwise. 

Rotate clockwise (R) 

Rotates the image 90° clockwise. 


General Controls for single file opening 

Whenever you open a single image, you will see the Camera Raw 
dialog shown in Figure 3.12 (which in this case, shows Camera 
Raw hosted via Bridge). The status bar shows which version of 
Camera Raw you are using and the make of camera for the file you 
are currently editing. In the top left section you have the Camera 
Raw tools (which I have listed on the left) and below that is the 
image preview area where the zoom setting can be adjusted via 
the pop-up menu at the bottom. The initial Camera Raw dialog 
displays the Basic panei control settings and in this mode the 
Preview checkbox allows you to toggle global adjustments that 
have been made in Camera Raw on or off. Once you start selecting 
any of the other paneis, the Preview toggles only the changes that 
have been made within that particular panei. 

The histogram represents the output histogram of an image and 
is calculated based on the RGB output space that has been selected 
in the Workílow options. As you carry out Basic panei adjustments, 
the shadow and highlight triangles in the histogram display will 
indicate the shadow and highlight clipping. As either the shadows 
or highlights get clipped, the triangles will light up with the color 
of the channel or channels that are about to be clipped and if you 
click on them, will display a color overlay (blue for the shadows, 
red for the highlights) to indicate which areas in the image are 
currently clipped. 

At the bottom are the Show Workílow Options, which 
when clicked will open the Workílow Options dialog shown in 
Figure 3.13. The destination color space should ideally match 
the RGB workspace setting established in the Photoshop color 
settings, and I would suggest setting the bit depth to 16-bits per 
channel, as this ensures a maximum number of leveis are preserved 
when the image is opened in Photoshop. The file size setting lets 
you open images using smaller or larger pixel dimensions than the 
default capture file size (these size options are indicated by + 
or - signs) and the Resolution field lets you set the file resolution 
in pixels per inch or per centimeter, but note that the value selected 
has no impact on the actual pixel dimensions of the image. 

In Photoshop CS6, the default Camera Raw dialog takes up 
more room than former versions. To allow for small screen sizes 
you can now adjust the dialog size to allow scrolling of the paneis, 
thus allowing the dialog to still fit smaller screen displays. 


152 



Chapter 3 


Camera Raw image Processing 


Camera Rawtools 
(see page 152) 




Camera file data 
information 


Preview ToggleFull Histogram Camera data Camera Raw 
on/off Screen mode (F) \ information menus 
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Zoom levei 
Save Image as an output file 


Click here to open the 
Workflow options 
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Process Version Open image in Click Done to apply 
update warning Photoshop adjustments and exit 


Figure 3-12 This shows the Camera Raw dialog (hosted by Bridge), showing the main 
contrais and shortcuts for the single file open mode. You can tell if Camera Raw has been 
opened via Bridge, because the ‘Done’ button is highlighted. This is an ‘update’ button that 
you click when you are done making Camera Raw edits and wish to save these settings, but 
withoutopening the image. 

If you click on the Workflow options (circled), this opens the Workflow Options dialog 
shown in Figure 3.13, where you can adjust the settings that determine the color space 
the image will open in, the bit-depth, cropped image pixel dimensions plus resolution 
(i.e. how many pixels per inch). You can also choose here to sharpen the rendered image 
for print or screen output. These options are relevant if you are producing a file to go 
directly to print or for a website. If you intend carrying out any type of further retouching 
then leave this set to ‘None’. Lastly, there is an option to open in Photoshop as a Smart 
Object (see page 156). 
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Figure 3.13 The workflow options letyou 
set the color space and pixel dimensions etc. 

At the bottom are also options that allow you to 
apply screen or print output sharpening. 
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Figure 3.14 After editing an imageviathe 
Camera Raw dialog, you will see a settings 
badge appear in the top right comer of the 
image thumbnail (circled). This indicates that 
an image has been edited in Camera Raw. 



Figure 3.15 lf there is a process version 
conflict when selecting multiple files, there will 
be the option to convert all the selected files to 
the process version thafs applied to the most 
selected image. 


Full size window view 

The Toggle Full screen mode button ( ) can be used to expand 

the Camera Raw dialog to fill the whole screen, which can make 
Camera Raw editing easier when you have a bigger preview area to 
work with. Click this button again to restore the previous Camera 
Raw window size view. 

General Controls for multiple file opening 

If you have more than one photo selected in Bridge, you can 
open these all up at once via Camera Raw. If you refer back 
to Figure 3.11, you can see a summary of the file opening 
behavior, which is basically as follows. If you double-click, 
or use File o Open (ül@ S2Í®) this opens the multiple 
image Camera Raw dialog hosted via Photoshop (as shown in 
Figure 3.16) and if you choose File O Open in Camera Raw... or 
©Q 8230. this opens the multiple image Camera Raw dialog 
hosted via Bridge. 

The multiple image dialog contains a filmstrip of the selected 
images running down the left-hand side of the dialog and you 
can select individual images by clicking on the thumbnails in 
the filmstrip, or use the Select All button to select all the photos 
at once. You can also make custom selections of images via the 
filmstrip using the ti key to make continuous selections, or the 
£3 Qgj key to make discontinuous selections of images. Once 
you have made a thumbnail selection you can then navigate the 
selected photos by using the navigation buttons in the bottom right 
section of the Preview area to progress through them one by one 
and apply Camera Raw adjustments to the individual selected 
images. The Synchronize... button then allows you to synchronize 
the Camera Raw settings adjustments across all the images that 
have been selected, based on the current ‘most selected’ image. 

This will be the thumbnail thafs highlighted with a blue border. 
When you click on the Synchronize... button, the Synchronize 
dialog (Figure 3.17) lets you choose which of the Camera Raw 
settings you want to synchronize. You can learn more about this 
and how to synchronize Camera Raw settings on page 255, as well 
as how to copy and paste Camera Raw settings via Bridge. 

Once a photo has been edited in Camera Raw you will notice a 
badge icon appears in the top right corner of the Bridge thumbnail 
(Figure 3.14), which indicates this photo has had Camera Raw edit 
adjustments applied to it. 
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Warning triangle warns that 
the image preview has not 
refreshed completelyyet 


Selectall images 


Preview on/off 


Synchronize settings Mark for deletion (X) 


Saveall selected images 


File navigation Open all Click Done to apply 

contrais selected images adjustments and exit 


Figure 3.16 Here is a view of the Camera Raw dialog in the multiple file open mode, 
hosted in Photoshop (you can tell because the Open Images button is highlighted here). 
This screen shot shows a filmstrip of opened images on the left where all four of the 
opened images are currently selected and the bottom image (highlighted with the blue 
border) is the one that is ‘most selected’ and displayed in the preview area. Camera Raw 
adjustments can be applied to the selected photos one at a time, or synchronized with 
each other, by clicking on the Synchronize settings button. This opens the Synchronize 
dialog shown in Figure 3.17. Because images may now have different process versions, 
if you select multiple photos that use different process versions, the Basic panei will 
show a message like the one shown in Figure 3.15, reguiring you to update the selected 
photos to the process version applied to the most selected image. Note that if you hold 
down the Q QJ key as you do so, this will bypass the Synchronize dialog options and 
synchronize everything. 
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Figure 3.17 The Synchronize dialog. 
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Opening raw files as Smart Objects 

One of the top requests we hear for Photoshop, is “Can we have 
Camera Raw style adjustment layers?” It’s a nice idea, but sadly 
unworkable as most of the Basic panei Camera Raw adjustments 
simply can’t be applied as layers (in the same way as filters can’t 
be applied as adjustment layers). What we can do though is to 
use the Smart Objects feature in Photoshop, which means it is 
possible to place raw images as Smart Object layers. These are 
like independent images within an image that can be processed 
independently and non-destructively. 

In the case of Camera Raw, Smart Object opening is almost 
like a hidden feature, but once discovered can lead to all sorts of 
interesting possibilities. There are two ways you can go about this. 
You can click on the Workílow options link highlighted in Figure 
3.18 to open the Workílow Options dialog and select the ‘Open 
in Photoshop as Smart Objects’ option. If checked, whenever you 
click on the Open Image button, this will make all Camera Raw 
processed images open as Smart Object layers in Photoshop. The 
other option is to simply hold down the ^ key as you click on 
the ‘Open Image’ button. 

Let’s now look at a practical example in which I opened two 
raw images as Smart Object layers and was able to merge them as a 
composite image in Photoshop. 



Workflaw Options 


ProPhoto RÜB 
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16 Sits/Channel 
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( 5616 by 3744 (21.0 Mp) 
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1 Amou nt 
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0 Open In Photoshop as Smart Ohjects 


Figure 3.18 Ifyou click on the Workílow options link (circled above), this opens the 
Workílow Options dialog, where you can checkthe ‘Open in Photoshop as Smart Objects’ 
option. Alternatively, hold down the @33 key as you click the ‘Open Image’ button. 
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1 1n this first step, I opened a raw image of a building and held down the key as I 
clicked on the ‘Open Image’ button, to open it as a Smart Object layer in Photoshop. 




2 In this next step I selected a new image, this time a photo of a sky, and again, held the 
key as I clicked on the ‘Open Image’ button, to open this too as a Smart Object layer. 
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3 In Photoshop I dragged the Smart Object layer of the sky across to the Smart Object layer 
image of the building, to add it as a new layer. I then made a selection of the outline of the 
building and applied it as a layer mask to create the merged photo shown here. 



4 Because both of these layers were raw image Smart Objects, I was able to double-click 
the top layer thumbnail (circled in orange in Step 3 above) to open the Camera Raw dialog 
and edit the settings. In this case I decided to give the sky more of a sunset color balance. 
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5 The same thing happened when I double-clicked the lower layer. This too opened the 
raw image Smart Object layer via Camera Raw and allowed me to warm the colors and add 
more contrast to the building. 


a ^*.u ia 

Basic 




6 This shows the Photoshop image with the revised Smart Object layers. The thing to bear in 
mind here is that all edits made to the Smart Object layers are completely non-destructive. 
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Saving images via Camera Raw 

lf you hold down the Q 0J key as 
you click on the Save... button, this will 
bypass the Save dialog box and save the 
image (or images) using the last used Save 
Options settings. This is handy if you want 
to add file saves to a queue and continue 
making more edit changes in the Camera 
Raw dialog. 

Saving a JPEG as DNG 

Although it is possible to save a JPEG or 
TIFF original as a DNG via Camera Raw it 
is important to realize that this step does 
not actually allow you to convert a JPEG 
or TIFF file into a raw image. Once an 
image has been rendered as a JPEG or 
TIFF it cannot be converted back into a raw 
format. Saving to DNG does though allow 
you to use DNG as a Container format for a 
JPEG or TIFF. For example, this means that 
you can now store a Camera Raw rendered 
preview alongside the JPEG or TIFF data, 
which will be portable when sharing such 
files with other (non Camera-Raw aware) 
programs. Also, now that one can save 
using a lossy DNG format, on this levei 
at least, there are advantages to saving 
JPEGs using DNG. 

Resolving naming conflicts 

A save operation from Camera Raw will 
auto-resolve any naming conflicts so as to 
avoid overwriting any existing files in the 
same save destination. This is important if 
you wish to save multiple versions of the 
same image as separate files and avoid 
overwriting the originais. 


Saving photos from Camera Raw 

When you click on the Save Image... button you have the option 
of choosing a folder destination to save the images to and a File 
Naming section to customize file naming. In the Format section you 
can choose which file format to use when rendering a pixel version 
from the raw master. These options include: PSD, TIFF, JPEG or 
DNG. If you have used the crop tool to crop an image in Camera 
Raw, the PSD options allow you to Preserve the cropped pixels 
by saving the image with a non-background layer (in Photoshop 
you can use Image o Reveal All should you wish to revert to an 
uncropped State). The JPEG and TIFF format saves provide the 
usual compression options and if you save using DNG you can 
convert any raw original to DNG, but see the sidebar about saving 
JPEGs and TIFFs as DNG. The file save processing is then carried 
out in the background, allowing you to carry on working in Bridge 
or Photoshop (depending on which program is hosting Camera 
Raw at the time) and you TI see a progress indicator (circled in 
Figure 3.19) showing how many photos there are left to save. 
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Figure 3.19 Clicking on the Save Image... button opens the Save Options dialog 
shown here. After configuring the options and clicking ‘Save’, you will see a status report 
nextto the Save Image button that shows how many images remain to be processed. For 
more about the new DNG save options, see page 260 at the end of this chapter. 
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The histogram display 

The Camera Raw Histogram provides a preview of how the 
Camera Raw output image histogram will look after the image 
data has been processed and output as a pixel image (such as a 
TIFF, PSD or JPEG). The histogram appearance is affected by the 
tone and color settings that have been applied in Camera Raw, but 
more importantly, it is also iníluenced by the RGB space selected 
in the Workílow options (see Figure 3.20). It can therefore be quite 
interesting to compare the effect of different output spaces when 
editing a raw capture image. For example, if you edit a photo in 
an RGB space like ProPhoto or Adobe RGB and then switch to 
sRGB, you will most likely see some color channel clipping in the 
histogram. Such clipping can then be addressed by readjusting the 
Camera Raw settings to suit the smaller gamut RGB space. This 
exercise is particularly useful in demonstrating why it is better 
to output your Camera Raw processed images using either the 
ProPhoto or Adobe RGB color spaces. 
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Digital camera histograms 

Some digital cameras provide a histogram 
display that enables you to check the 
quality of what you have just shot. This 
too can be used as an indication of the 
leveis captured in a scene. However, the 
histogram you see displayed is usually 
based on a JPEG capture image. Ifyou 
are shooting in JPEG mode, thafs what 
you are going to get. Ifyou preferto shoot 
using raw mode, the histogram you see 
on the back of the camera will not provide 
an accurate guide to the true potential of 
the image you have captured (see also, 
Figure 3.3 on page 130). 
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Figure 3.20 This shows how to access the workflow options, plus an example of how 
the Camera Raw histogram may vary depending on which color space is selected. 
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Deleting images 

As you work with Camera Raw to edit your 
shots, the GM3& key can be used to mark 
images that are to be sent to the trash. This 
places a big red X in the thumbnail, which 
can be undone by hitting again. 


Image browsing via Camera Raw 

In a multiple view mode, the Camera Raw dialog can be used as a 
‘magnified view’ image browser. You can match the magnification 
and location across all the selected images to check and compare 
details, inspect them in a sequence and apply ratings to the selected 
photos. 



Selecting rated images only 

lf you Q ©-click on the ‘Select AH’ 
button, this selects the rated images only. 
This means that you can use star ratings 
to mark the images you are interested in 
during a ‘first pass’ edit and then use the 
above shortcut to make a quick selection 
of just the rated images. 


1 lf you have a large folder of images to review, the Camera Raw dialog can be used to 
provide a synchronized, magnified view of the selected pictures. The dialog is shown here 
in a normal windowview, butyou can clickon the Full Screen mode button (circled) to 
expand the dialog to a Full screen view mode. 

2 Here, I selected the first image in the sequence and clicked on the Select All button. I then 
used the zoom tool to magnify the preview. This action synchronized the zoom view used 
for all the selected images in the Camera Raw dialog, plus I was able to use the hand tool to 
synchronizethescroll location for the selected photos. 

3 Once this had been done I could deselect the thumbnail selection and start inspecting 
the photos. This could be done by clicking on the file navigation contrais (circled) or by 
using the QQ keyboard arrow keys to progress through the images one by one. I could 
then mark my favorite pictures by using the usual Bridge shortcuts: illQ QQQ 
progressively increases the star rating for a selected image; BHQ 03G progressively 
decreases the star rating. 
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XMP sidecar files 

Camera Raw edit settings are written as 
XMP metadata and this data is stored in 
the central Camera Raw database on the 
Computer and can also be written to the 
files directly. In the case of JPEG, TIFF and 
DNG files, these file formats allow the XMP 
metadata to be written to the XMP space 
in the file header. However, in the case of 
proprietary raw file formats such as CR2 
and NEF, itwould beunsafeto write XMP 
metadata to incompletely documented file 
formats. To get around this, Camera Raw 
writes the XMP metadata to XMP sidecar 
files that accompany the image in the same 
folder and stay with the file when you move 
it from one location to anothervia Bridge. 


Figure 3.21 Camera Raw preferences dialog. 


Camera Raw preferences 

The Camera Raw preferences (Figure 3.21) can be accessed via 
the Photoshop/Bridge menu (Mac) or Edit menu (PC). While 
the Camera Raw dialog is open you can use lüQ ISBàHà to 
open the Camera Raw preferences, or click on the Camera Raw 
Preferences... button in Photoshop’s File Handling preferences. 

Let’s look at the General section first. In the ‘Save image 
settings’ section I suggest you choose ‘Sidecar “.xmp” files’. TIFF, 
JPEG and DNG files can store the XMP data in the header, but if 
the XMP data can’t be stored internally within the file itself, this 
forces the image settings to be stored locally in XMP sidecar files 
that accompany the image files (see also page 252). 

Should you wish to preview adjustments with the sharpening 
turned on, but without actually sharpening the output the ‘Apply 
sharpening to’ option can be set to ‘Preview images only’. This is 
because you might want to use a third-party sharpening program 
in preference to Camera Raw. However, with the advent of Camera 
Raw’s improved sharpening, you will most likely want to leave this 
set to ‘All images’ to make full use of Camera Raw sharpening. 

Camera Raw Preferences (Version 7 ) 
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Default Image Settings 

In the Camera Raw preferences Default Image Settings section, 
you can select ‘Apply auto tone adjustments’ as a Camera Raw 
default. When this is switched on, Camera Raw automatically 
applies an auto tone adjustment to new images it encounters that 
have not yet been processed in Camera Raw, while any images you 
have edited previously via Camera Raw will remain as they are. 
The ‘Apply auto grayscale mix when converting to grayscale’ 
option refers to the HSL/Grayscale Controls, where Camera Raw 
can apply an auto slider grayscale mix adjustment when converting 
a color image to black and white. The next two options can be used 
to decide, when setting the camera default settings, if these should 
be camera body and/or ISO specific (see page 189). 

Camera Raw cache 

When photos are rendered using the Camera Raw engine, they 
go through an early stage initial rendering and the Camera Raw 
cache Stores a cache of this data so that when you next reopen an 
image that has data stored in the cache, it renders the photo quicker 
in the Camera Raw dialog. The 1 GB default setting is rather 
conservative. If you have enough free hard disk space available, 
you may want to increase the size limit for the cache, or choose 
a new location to store the central preview cache data. If you 
increase the limit to, say, 20 GB or more, you should expect to see 
an improvement in Camera Raw’s performance. 

DNG file handling 

Camera Raw and Lightroom both embed the XMP metadata in 
the XMP header space of a DNG file. There should therefore 
be no need to use sidecar files to read and write XMP metadata 
when sharing files between these two programs. However, some 
third-party programs may create sidecar files for DNG files. If 
Tgnore sidecar “xmp” files’ is checked, Camera Raw will not be 
sidetracked by sidecar files that might accompany a DNG file and 
cause a metadata conflict. 

However, there are times where it may be useful to read the 
XMP metadata from DNG sidecar files. For example, when 
I work from a rental studio IT1 have a Computer in the studio 
with all the captured files (kept as standard raws) and a backup/ 
shuttle disk to take back to the office at my house from which I 


Camera Raw cache 

Wheneveryou open an image in Camera 
Raw, it builds full, high quality previews 
direct from the master image data. In 
the case of raw files, the early stage 
Processing includes the decoding and 
decompression of the raw data as well as 
the linearization and demosaic Processing. 
All this has to take place first before getting 
to the stage that allows the user to adjust 
things like the Basic panei adjustments. 
The Camera Raw cache is therefore used 
to store the unchanging, early stage raw 
Processing data that is used to generate 
the Camera Raw previews so that the early 
stage raw processing can be skipped 
the next time you view that image. If you 
increase the Camera Raw cache size, 
more image data can be held in the cache. 
This in turn results in swifter Camera 
Raw preview generation when you reopen 
these photos. Also, because the Camera 
Raw cache can be utilized by Lightroom, 
the cache data is shared between both 
programs. Since version 3.6, the Camera 
Raw cache files have been made much 
more compact. This means that one can 
now cache a lot more files within the limit 
set in the Camera Raw preferences. 
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can copy everything to the main Computer there. If I make any 
further ratings edits on this main machine, the XMP metadata is 
automatically updated as I do so. It then only takes a few seconds 
to copy just the updated XMP files across to the backup disk, 
replacing the old ones. Back at the studio I can again copy the 
most recently modified XMP files back to the main Computer 
(overwriting the old XMP files). The photos in Bridge will then 
appear updated. So, if in the meantime the files on the studio 
Computer happen to have been converted to DNG, it’s important 
that the Tgnore sidecar “xmp” files’ option be now left unchecked, 
otherwise the imported xmp files will simply be ignored. 

DNG files have embedded previews that represent how the 
image looks with the current applied Camera Raw settings. When 
‘Update embedded JPEG previews’ is checked, this forces the 
previews in all DNG files to be continually updated based on the 
current Camera Raw settings, overriding previously embedded 
previews. It’s important to point out here though that DNG 
previews created by Camera Raw can only be considered 100% 
accurate when viewed by other Adobe programs such as Lightroom 
or Bridge and even then, they must be using the same version of 
Camera Raw. While DNG is a safe format for the archiving of raw 
data, other DNG compatible programs that are not made by Adobe, 
or that use an earlier version of Camera Raw, will not always be 
able to read the Camera Raw settings that have been applied using 
the latest version of Camera Raw or Lightroom. 

JPEG and TIFF handling 

If ‘Disable JPEG (or TIFF) support’ is selected, all JPEG (or TIFF) 
files will always open in Photoshop directly. If ‘Automatically 
open all supported JPEGs (or TIFFs)’ is selected, this causes all 
supported JPEGs and TIFFs to always open via Camera Raw. 
However, if ‘Automatically open JPEGs (or TIFFs) with settings’ 
is selected, Photoshop will only open a JPEG or TIFF via Camera 
Raw if it has previously been edited via Camera Raw. When this 
option is selected you have the option in Bridge to use a double- 
click to open a JPEG directly into Photoshop, or use 1Z§0 fSfíkfsk 
to force JPEGs to open via Camera Raw. But note that when you 
edit the Camera Raw settings for that JPEG, the next time you use 
a double-click to open, it will default to opening via Camera Raw. 
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Camera Raw cropping and straightening 

You can crop an image in Camera Raw before it is opened in 
Photoshop, but note that the cropping is limited to the bounds of 
the image area only. The crop you apply in Camera Raw is updated 
in the Bridge thumbnail and preview, and applied when the image 
is opened in Photoshop. However, if you save a file out of Camera 
Raw using the Photoshop format, there is an option to preserve 
the cropped pixels so you can recover the hidden pixels later. 
Meanwhile, the Camera Raw straighten tool can initially be used to 
measure a vertical or horizontal angle and apply a minimum crop to 
the image, which you can then resize accordingly. 

A useful tip I learnt from Bruce Fraser was how you can use 
the Custom Crop menu option thafs highlighted in Figure 3.23 
to create a custom crop size using whatever units you like 
(Figure 3.22) and save this as a custom size output that matches 
the size required for a specific layout, or one that exceeds the 
standard output sizes available in the Workflow Options. 

To remove a crop, open the image in the Camera Raw dialog 
again, select the crop tool and choose ‘Clear Crop’ from the Crop 
menu. Alternatively, you can hit or simply click outside of 

the crop in the gray canvas area. 





Figure 3.22 This shows the Custom Crop 
settings that can be accessed via the Crop 
Tool menu (Figure 3.23). The crop units can 
be adjusted to crop according to the ‘Ratio’ 
(the default option) or by pixels, inches or 
centimeters. In this example I set a custom 
pixel size that enabled me to render files at 
a larger pixel size than the maximum size 
currently allowed. 


[^Tõ1i^|y|^iWÃ1iyi%i/i0líã1fõTõ 

■ ✓ Normal 

1 to 1 
2 to 3 
3 to 4 
4 to 5 
5 to 7 
9 to 16 




Figure 3.23 The Camera Raw Crop Tool menu includes a range of preset crop 
proportions. You can also add your own custom presets by clicking on Custom... 
(see Figure 3.22). 
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1 To straighten this photograph, I selected the straighten tool from the Camera Rawtools 
and dragged with the tool to follow the line that I wished to have appear straight. 



2 This action straightened the image. I could then click on the crop tool to access the Crop 
Tool menu and choose a crop ratio preset, or click on Custom... to create a new setting. 
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3 After creating and selecting a newcustom 16:9 crop ratio setting, I dragged one of the 
comer handles to resize the crop bounding box as desired. 



4 Finally, I deselected the crop tool by clicking on one of the other tools (such as the hand 
tool). This resetthe previewto show a fully cropped and straightened image. 
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Figure 3-24 The Camera Raw Basic panei 
contrais. 



Figure 3.25 WhiBal™ cards come 
in different sizes and are available from 
RawWorkflow.com. 


Basic panei Controls 

The Basic panei (Figure 3.24) is where you carry out the main 
color and tone edits to an image. Most photos can be improved by 
making just a few Basic panei edits. 

White balance 

Lefs start with the white balance Controls. These refer to the 
color temperature of the lighting conditions at the time a photo 
was taken and essentially describe the warmth or coolness of the 
light. Quartz-halogen lighting has a warmer color and a low color 
temperature value of around 3,400 K, while daylight has a bluer 
color (and a higher color temperature value of around 6,500 K). If 
you choose to shoot in raw mode it does not matter how you set the 
white point setting on the camera because you can always decide 
later which is the best white balance setting to use. 

Camera Raw cleverly uses two color profile measurements for 
each of the supported cameras, one made under tungsten lighting 
conditions and another made using daylight balanced lighting. 
From this data, Camera Raw is able to extrapolate and calculate 
the white balance adjustment for any color temperature value that 
falis between these two white balance measurements, as well as 
calculating the more extreme values that go beyond either side of 
these measured values. 

The default white balance setting normally uses the ‘As Shof 
white balance setting that was embedded in the raw file metadata at 
the time the image was taken. This might be a fixed white balance 
setting that you had selected on your camera, or it could be an 
auto white balance that was calculated at the time the picture 
was shot. If this is not correct you can try mousing down on 
the White Balance pop-up menu and select a preset setting that 
correctly describes which white balance setting should be used. 
Alternatively, you can simply adjust the Temperature slider to 
make the image appear warmer or cooler and adjust the Tint slider 
to balance the white balance green/magenta tint bias. 

Using the white balance tool 

The easiest way to set the white balance manually is to select the 
white balance tool and click on an area that is meant to be a light 
gray color (Figure 3.26). Don’t select an area of pure white as 
this may contain some channel clipping and this will produce a 
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skewed result (which is why it is better to sample a light gray color 
instead). You will also notice that as you move the white balance 
tool across the image, the sampled RGB values are displayed just 
below the histogram, and when you click to set the white balance, 
these numbers should appear even. 

There are also calibration charts such as the X-Rite 
ColorChecker chart, which can be used in carrying out a custom 
calibration, although the light gray patch on this chart is regarded 
as being a little on the warm side. For this reason, you may like to 
consider using a WhiBal™ card (Figure 3.25). These cards have 
been specially designed for obtaining accurate white point readings 
under varying lighting conditions. 


Color temperature 

Color temperature is aterm that links 
the appearance of a black body object to 
its appearance at specific temperatures, 
measured in kelvins. Think of a piece of 
metal being heated in a furnace. At first it 
will glow red but as it gets hotter, it emits 
a red, then yellow and then a white glow. 
Indoor tungsten lighting has a low color 
temperature (a more orange color), while 
sunlight has a higher color temperature and 
emits a bluer light. 



Figure 3.26 To manually set the white balance, select the white balance tool (circled) to 
locate what should be a light gray neutral area and click to update the white balance. 
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Camera Raw 4.1 and later 

In the main body text I stated that the 
Camera Raw processing remained more 
or less exactly the same from version 1.0 
through to Camera Raw 5.0. There was one 
aspect to Camera Raw behaviorthough 
that changed slightly. When Camera Raw 
4.1 was released a certain amount of noise 
reduction became integral to the Camera 
Raw demosaic process. This displeased 
some users who preferred things the way 
they were prior to this. In Camera Raw 
6.0 or later the Process 2003 rendering 
reverted to pre-Camera Raw 4.1 behavior 
with the noise reduction removed again. 
Consequently, Process 2003 will match 
pre Camera Raw 4.1 processing exactly, 
but images that have previously been 
processed in Camera Raw 4.1-5.7 may 
appear slightly less Sharp when using 
Process 2003 in Camera Raw 6.0 or 
later. You can compensate for this by 
adding 15-25% extra Luminance noise 
reduction in the Detail panei. But bear 
in mind that this only applies should 
you wish to preserve an image in the 
Process 2003 State. I assume that most 
readers will wantto update such images 
to Process 2010 or 2012 ratherthan keep 
them in Process 2003. 


Process Versions 

Version 1.0 of Camera Raw was first released in late 2002 as an 
optional plug-in for Photoshop 7.1. Between then and October 
2008, with the release of Camera Raw 5 in Photoshop CS4, 

Camera Raw underwent many changes. Later versions had the 
benefit of more tools to play with, such as Recovery, Fill Light, 
Clarity, Vibrance and localized adjustments, but the underlying 
demosaic processing remained (almost) unchanged. An image 
that had been processed in Camera Raw 1.0 could be opened in 
Camera Raw 5.0 and still look the same. With Camera Raw 6.0 
in Photoshop CS5, Adobe completely revised the way raw data 
was demosaiced, plus they also updated the noise reduction and 
sharpening, as well as fine-tuning the Recovery and Fill Light 
Controls. It was therefore necessary to draw a line between the old 
and new-style processing and this resulted in the need for ‘process 
versions’. In Camera Raw 6.0 you could use the Process 2003 
rendering to preserve the Develop settings in all your legacy files 
(raw, TIFF or JPEG) more or less exactly as they were (see sidebar 
on Camera Raw 4.1). You could then use the newer Process 2010 
rendering to update your older files to the new processing method 
and take full advantage of the much-improved image processing 
capabilities in this latest version of Camera Raw. Process 2010 was 
also applied by default to all newly-imported photos. 

Now with Camera Raw 7.0 in Photoshop CS6 we have yet 
another new process version: Process 2012. This time the change 
is just as radical. We now have a new set of Basic panei tone 
adjustment slider Controls where the line-up includes: Exposure, 
Contrast, Highlights, Shadows, Blacks and Whites. Some of the 
names remain the same, but the Process 2012 sliders all behave 
quite differently compared to Process 2003/2010. Y\\ be explaining 
how these work shortly, but there are important reasons why it was 
felt necessary to introduce such changes. Firstly, Camera Raw has 
evolved a lot since it was first introduced. Initially, the Basic panei 
had just four tone control sliders: Exposure, Blacks, Brightness 
and Contrast. To this was added the Recovery and Fill Light 
sliders, by which time there was quite a bit of overlap between 
each of these sliders and the effect they would have on an image. 
For example, the Exposure, Recovery and Fill Light sliders all 
handled the highlights and shadows somewhat differently, but they 
would also have an effect on the image midtones and hence, the 
overall brightness. Yes, there was the Brightness slider that could 
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be used to adjust the midtones, but there was also confusion in 
some users’ minds over the role of Brightness versus the Exposure 
slider. The other thing that could be said was wrong with the old 
set of tone Controls was the lack of symmetry between highlight 
and shadow adjustments. Those of you who are familiar with 
Process 2003/2010 Camera Raw processing will know that small 
incremental adjustments to the Blacks slider have a much more 
pronounced effect on an image compared with an Exposure or 
Recovery adjustment. The new Process 2012 Basic panei tone 
sliders attempt to address these problems. The Exposure slider is 
slightly different in that it is now more of a midtones brightness 
slider rather than a highlight clipping adjustment. The Highlights 
and Shadows sliders have a more symmetrical response and can 
be used to adjust the shadow and highlight tones while leaving the 
midtones more or less unchanged (to be adjusted by Exposure). 
The Contrast slider can now be regarded as being more important 
as it can be used to compress or expand the entire tonal range, and 
the Blacks and Whites sliders allow you to fine-tune the black and 
white clipping at the extreme ends of the tonal range. 

Another thing Process 2012 addresses is the discrepancy in 
the Camera Raw tone settings between raw and non-raw images. 
Previously, raw images would default to a Blacks setting of 5, a 
+50 Brightness and +25 Contrast. For non-raw files such as JPEGs 
and TIFFs, the equivalent default settings were all zero. With 
Process 2012 the default settings are now identical for both raw 
and non-raw files alike. Apart from removing the mystery as to 
why these settings had to be different, it is now possible to share 
and synchronize settings between raw and non-raw images more 
effectively. Lastly, the tone Controls have been revised with an eye 
to the future and provide the ability to handle high dynamic range 
images. It isn’t possible yet to process 32-bit images directly in 
Camera Raw and there arenT that many cameras out there that 
can effectively capture high dynamic range scenes using a single 
capture, but the Process 2012 Controls have been planned with this 
in mind as a future possibility. 

Whenever you edit a photo thafs previously been edited 
in an earlier version of Camera Raw using Process 2003 or 
Process 2010, an exclamation mark button will appear in the 
bottom right corner of the preview (Figure 3.27) to indicate this is 
an older Process Version image. Clicking on the button updates the 
file to Process 2012, which then allows you to take advantage of 


High contrast image processing 

The redesign of the tone contrais means 
that contrasty images of high dynamic 
range scenes can be processed more 
effectively. As camera manufacturers focus 
on better ways to capture high dynamic 
range scenes, the raw image processing 
tools will need to offertheflexibility to 
keep up with such developments. 

Camera Raw rendering times 

With Camera Raw 6, the Process 2010 
rendering was more sophisticated than 
Process 2003 and, as a result of this, 
increased the amount of processing time 
that was required to render individual 
images. In some circumstances this could 
result in longer output processing times, 
such as when saving images or opening 
them in Photoshop. With Process 2012 for 
Camera Raw 7, this too has implications 
that will affect the image processing. At 
the same time, improvements have been 
made to the way the data is cached and 
read, which should make Camera Raw 7 
processing overall faster. 



Figure 3.27 This shows the Process 
Version update warning triangle. Note that 
you can Q-click (Mac), ©-click (PC) to 
bypass the subsequent warning dialog. 
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Camera Calibration s- 
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Figure 3.28 The Process Version setting 
can be accessed via the Camera Calibration 
panei. 
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Figure 3.29 The Process 2012 tone 
adjustment contrais. 


the latest image processing features in Camera Raw. Or, you can 
go to the Camera Calibration panei and select the desired Process 
Version from the Process menu shown in Figure 3.28. Here you 
can update to Process 2012 by choosing 2012 (Current). Should 
you wish to do so you can use this menu to revert to a previous 
Process 2010 or Process 2003 setting. Note that Camera Raw will 
attempt to match the legacy settings as closely as possible when 
updating to Process 2012. 

The Process 2012 tone adjustment Controls 

Now that I have outlined the new changes in Process 2012, let’s 
look at the Basic panei tone adjustment Controls in more detail 
(Figure 3.29). You can adjust the sliders described here manually, 
plus you can click on the Auto button to auto-set the slider settings. 
Note that in this edition of the book I only discuss the new Process 
2012 Controls. If you want to know how to master the Process 
2003/2010 Controls, don’t despair though - there is a 24-page PDF 
guide on Process 2010 image processing that you can download 
from the book website. 

Exposure 

With Process 2003 and 2010, as you adjusted the Exposure, Fill 
Light or Brightness sliders these would have an overlapping 
effect on an image’s appearance and could all affect the midtones 
in different ways. Consequently an adjustment made to any one 
of these sliders could affect the overall image brightness. With 
Process 2012, there is now only one control for adjusting the overall 
brightness and that is the Exposure slider, which is essentially a 
blend of the old, 2003/2010 Exposure and Brightness sliders. 

The adjustment units remain the same, ranging from —4.00 
to +4.00, but apart from that everything about this slider is now 
different. Previously you would think of adjusting Exposure to set 
the highlight clipping point and perhaps adjust the Exposure in 
conjunction with the Fill Light slider to find an ideal combination 
that applied an appropriate Exposure levei of brightness while 
retaining sufficient detail in the extreme highlights. You can still 
hold down the ^9 @0 key as you drag the Exposure slider to 
see a threshold preview that indicates any highlight clipping, 
but I would urge you to rethink the way you work with the 
Exposure slider. Consider it primarily as an ‘Exposure brightness’ 
adjustment. If you now try to preserve clipping using the Exposure 
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slider you TI quite possibly end up with an overdark image that you 
can’t fully lighten with the Basic panei sliders alone. What you 
want to do now is to concentrate on the midtones rather than the 
highlights as you adjust the Exposure slider and use the Contrast, 
Highlights and Whites sliders to adjust the highlight clipping. 

The Exposure slider’s behavior is also dependent on the image 
content. Previously, with Process 2003/2010, as you increased the 
Exposure the highlights would at some point ‘hard clip’. Also, as 
you increased the Exposure slider further, there was a tendency for 
color shifts to occur in the highlights as one or more color channels 
began to clip. With Process 2012, as you increase Exposure there is 
more of a ‘soft clipping’ of the highlights as the highlight clipping 
threshold point is reached. Additional increases in Exposure 
behave more like a Process 2010 Brightness adjustment in that the 
highlights roll off smoothly instead of being clipped. As you further 
increase Exposure you will of course see more and more pixels 
mapping to pure white, but overall, such Exposure adjustments 
should result in smoother highlights and reduced color shifts. 

Contrast 

The Process 2012 Contrast slider also behaves slightly differently 
now. With any contrast type adjustment there is a midpoint and as 
you increase the contrast the tones on one side get darker and the 
other lighter. As you reduce contrast the opposite happens. With 
Process 2003/2010 the midpoint was always fixed (see Figure 3.30). 
With Process 2012 the midpoint varies slightly according to the 
content of the image. So with low key images the midpoint shifts 
slightly more to the left and with high key images, it shifts more to 
the right. Consequently, the Contrast slider behavior adapts slightly 
according to the image content and should allow you to better 
differentiate the tones in the tone areas that predominate. 

Basically, you need to think of the Exposure slider as the 
control for establishing the midtone brightness and the Contrast 
slider as the control for setting the amount of contrast around that 
midpoint. By working with just these two sliders you can fairly 
quickly get to a point where you have an image with more or less 
the right brightness and contrast. Everything you do from there on 
with the remaining sliders is about fine-tuning this initial outcome. 
Highlights and Shadows help you reveal more tone detail either 
side of the Exposure midpoint and Whites and Blacks allow you 
(where required) to fine-tune the white and black clipping points. 




Figure 3.30 The Contrast slider in Process 
2012 works slightly differently to its Process 
2010 counterpart. It now automatically varies 
the midpoint setting depending on the image 
content. In the top Curve diagram the Process 
2010 midpoint is locked in the center. With 
Process 2012 the midpoint can shift left or 
right depending on whetheryou are Processing 
a low key or high key image. 
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Extreme Highlights/Shadows 

As you play around with the new contrais 
you’ll notice that the Highlights and 
Shadows adjustments have the potential 
to apply quite strong corrections when 
bringing out detail in the shadow and 
highlight areas. If you prefer a more natural 
look then you are advised to keep your 
adjustments within the ± 50 range. As you 
go beyond this, Camera Raw uses a soft 
edge tone mapping method to compress 
the tonal range. This technique is similar 
to that used when converting high 
dynamic range images to low dynamic 
range versions, such as when using the 
HDR Toning adjustment in Photoshop or 
the Photomatix program. As you increase 
the amounts applied in the Highlights or 
Shadows sliders you will start to get more 
of an ‘HDR effect’ type look, though this 
will be nothing like as noticeable as the 
obvious halo effects associated with a 
typical HDR processed image. These are 
promising signs of how Camera Raw may 
one day function as a high dynamic range 
image editor. 

Going inthe otherdirection it is 
now possible to apply negative Shadows 
adjustments to darken the shadows - 
this can be useful where you wish to 
darken just the shadows to add more 
contrast. Similarly, you can apply positive 
Highlights adjustments in orderto lighten 
the whites in images where the highlight 
tones need extra lifting. 

The Highlights and Shadows contrais 
also inform the Whites and Blacks how 
much tonal compression or expansion has 
been applied and the Whites and Blacks 
contrais adjust their ranges automatically 
takingthis into account. 


One of the things that tends to confuse some people is the fact 
that as well as the Contrast adjustment in the Basic panei there 
is also a separate Tone Curve panei that can be used to adjust 
contrast. Basically, The Tone Curve panei sliders are useful for 
fine-tuning the image contrast after you have adjusted the main 
Contrast slider. Note that increasing the contrast does not produce 
the same kind of unusual color shifts that you sometimes see in 
Photoshop when you use Curves. This is because the Camera Raw 
Processing manages to prevent such hue shifts when you pump up 
the contrast. 

Highlights and Shadows 

The Highlights and Shadows sliders should be regarded as the 
‘second-leveT tone adjustment Controls that you apply after you 
have adjusted the Exposure and Contrast. Highlights and Shadows 
are essentially improved versions of Recovery and Fill Light. 

The important things to note here is that they work exactly the 
same, but from opposite ends of the tonal scale. They are also 
symmetrical in behavior and their range extends just slightly 
beyond the midtone region. A Highlights adjustment won’t affect 
the dark areas and similarly, a Shadows adjustment won’t affect 
the light areas. So, by using these two sliders it is easier to work on 
the shadow and highlight regions independently without affecting 
the overall image brightness. This is because the midtones will 
mostly remain unchanged, where they can be better governed by 
an Exposure slider adjustment. Overall, this is a better way of 
working because it is now clearer which control it is you need 
to grab when adjusting the highlights or shadows and the results 
are better too. For example, with Process 2003/2010, a Recovery 
adjustment to restore more detail in the highlights would quickly 
flatten out and soften the highlight tones. A Fill Fight adjustment 
would have a much bolder effect on the shadows, but would also 
be influenced by the Blacks setting, which in turn would affect 
how far into the midtones a Fill Fight adjustment would lighten. 
The new process 2012 setup with the Highlights and Shadows 
sliders is now more consistent and easier to use. 

You can also hold down the ^9 ® j key as you drag a slider to 
see a threshold preview, which indicates any highlight or shadow 
clipping. I would say that a threshold preview analysis at this stage 
is ‘helpfuT rather than essential. 
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Whites and Blacks 

The Whites and Blacks sliders can be used to fine-tune the 
extremes of the tonal range. In most instances it should be possible 
to achieve the look you are after using just the first four sliders, 
namely: Exposure, Contrast, Highlights and Shadows. Should 
you find it necessary to further tweak the highlight and shadows, 
you can use the Whites and Blacks sliders to precisely determine 
how much the shadows and highlights should be clipped, while 
preserving the overall tonal relationships in the image. These 
Controls do offer less range. This is because they are primarily 
intended for fine-tuning the endpoints after the overall tonal 
relationships in the image have been established. As with the 
Highlights and Shadows sliders, you can hold down the ^9 
key as you drag a slider to see a threshold preview and this will 
indicate any highlight or shadow clipping. At this stage a threshold 
preview analysis can be particularly useful. You can also rely on 
the highlight clipping indicator (discussed on page 180) to tell 
you which highlights are about to be clipped. It should be noted 
here that the direction of the Blacks slider adjustment is reversed 
in Process 2012 and the old zero value for the Blacks slider is now 
equivalent to a +25 adjustment. Previously you had a scale of 0-5, 
but you can now work with a scale of +25-0, and it is now easier 
to fine-tune a blacks clipping adjustment. Also, the Blacks range is 
automatically calculated on an image by image basis (see sidebar). 

Suggested order for the Basic panei adjustments 

The first step should be to set the Exposure to get the overall 
image brightness looking right. After that you will want to use the 
Contrast slider to set the contrast. You can judge this visually on 
the display and maybe also reference the Histogram to see what 
type of Contrast adjustment would be appropriate. After that, use 
the Highlights and Shadows sliders to fine-tune the highlight and 
shadow regions. By this stage you should be almost there. Only if 
you feel it is necessary to improve the image further should it be 
necessary to adjust the Whites and Blacks sliders as well. 

You might initially like to limit some of your adjustments so 
that you only apply negative Highlights, positive Shadows and 
positive Blacks slider adjustments. Working in this constrained 
fashion will allow you to work more within Process 2003/2010 
limits. This may help you gain a better understanding of the 
Process 2012 Controls until you are more comfortable with them. 


Extreme Whites/Blacks 

Working with the Whites and Blacks sliders 
you can correct for extreme highlights and 
shadows by adjusting them to reveal more 
detail. But you can also push them the 
other way in order to decrease shadow or 
highlight detail. For example, you might 
want to apply a positive Whites adjustment 
to deliberately blow out certain highlights. 
And you might also want to use a negative 
Blacks adjustment in order to make a dark 
background go completely black. See also 
the section on localized adjustments and 
how it is useful to apply such corrections 
via the adjustment brush. Note that images 
where the Blacks slider has been run up 
the scale using Process 2003/2010 will 
most likely appear somewhat different 
after a conversion. The new Process 2012 
Blacks slider tends to back off quite a bit. 

Auto-calculated Blacks range 

Previously, in Process 2003/2010, it was 
not always possible to crush the Blacks 
completely when editing a low contrast 
image. This was because the Blacks range 
was fixed. In Process 2012, the Blacks 
range is auto-calculated based on the 
image content. This means that when 
editing a low contrast image, such as 
a foggy or hazy, distant landscape, the 
Blacks range adapts so that you should 
always be able to crush the darkest tones 
in the image. Also, the Blacks adjustment 
will become increasingly aggressive as you 
getcloserto a -100 value. This means 
that you gain more range when processing 
such images, but at the expense of some 
precision. 
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Highlight recovery technology 

Camera Rawfeatures an internai 
technology called ‘highlight recovery’. This 
is designed to help recover luminance 
and color data in the highlight regions 
wheneverthe highlight pixels are partially 
clipped. In other words, when one or more 
of the red, green and blue channels are 
partially clipped, but not all three channels 
are affected. Initially, the highlight recovery 
process looks for luminance detail in the 
non missing channel or channels and 
uses this to build luminance detail in the 
clipped channel or channels. This may be 
enough to recover the missing detail in 
the highlights. After that Camera Raw also 
applies a darkening curve to the highlight 
region only, and in doing so brings out 
more detail in the highlight areas. Note 
that this technology is designed to work for 
raw files only, although JPEG images can 
sometimes benefit too (but not so much). 

Process 2012 has taken this further 
to provide improved highlight color 
rendering, which preserves the partial 
color relationships as well as the 
luminance texture in the highlights. You 
should now find that highlight detail 
is rendered better. There is also less 
tendency for color detail to quickly fade to 
neutral gray and better preservation of the 
highlight detail. 


Preserving the highlight detail 

The Exposure slider’s response correlates quite well with the way 
íilm behaves and you should also find that the latest Process 2012 
provides you with about an extra stop of exposure latitude 
compared to editing with the Process 2003/2010 Exposure slider. 
As you apply basic adjustments in Camera Raw, you will want to 
make the brightest parts of the photo go to white so the highlights 
are not too dull. At the same time though, you will want to ensure 
that important highlight detail is always preserved. This means 
taking care not to clip the highlights too much, since this might 
otherwise result in important highlight detail being lost when 
you come to make a print. You therefore need to bear in mind the 
following guidelines when deciding how the highlights should be 
clipped. 

Where you should set the highlight clipping point is really 
dependent on the nature of the image. In most cases you can 
adjust the Highlights, followed by the Whites slider so that the 
highlights just begin to clip and not worry about losing any 
important highlight detail. If the picture you are editing contains 
a lot of delicate highlight information then you will want to be 
careful when setting the highlight point so that the brightest 
whites in the photo are not too close to the point where the 
highlights become clipped. The reason for this is all down to what 
happens when you ultimately send a photo to a desktop printer 
or convert an image to CMYK and send it to press to be printed. 
Most photo inkjet printers are quite good at reproducing highlight 
detail at the top end of the print scale, but at some point you will 
find that the highest pixel values do not equate to a printable tone 
on paper. Basically, the printer may not be able to produce a dot 
that is light enough to print successfully. Some inkjet printers 
use light colored inks such as a light gray, light magenta and 
light cyan to complement the regular black, gray, cyan, magenta, 
yellow ink set and these printers are better at reproducing feint 
highlight detail. CMYK press printing is a whole other matter. 
Printing presses will vary of course, but there is a similar problem 
where a halftone dot may be too small for any ink to adhere to 
the paper. In all the above cases there is an upper threshold limit 
where the highlight values won’t print. So, when you are adjusting 
the Highlights and Whites sliders, it is important to examine the 
image and ask yourself if the highlight detail matters or not. 


178 



Chapter 3 


Camera Raw image Processing 


Some pictures may contain subtle highlight detail (such as 
in Figure 3.31), where it is essential to make sure the important 
highlight tones don’t get clipped. Other images may look like the 
example over the page in Figure 3.32. Here, the light reflecting off 
a shiny metal surface creates bright, specular highlights and the last 
thing you need to concern yourself with is preserving the highlight 
detail. I would say that most images contain at least a few specular 
highlights and it is only where you have a photo like the one shown 
below, in Figure 3.31, where you have to pay particular attention to 
ensure the brightest highlights aren’t totally clipped. 



Figure 3.31 In this example it was important to preserve the delicate highlight tones 
in the Auditorio de Tenerife building. To be absolutely sure that I didn’t risk making the 
highlight detail areas too bright, I placed a color sampler (circled) over an area that 
contained important highlight detail. This allowed me to check that the RGB highlight 
value did not go too high. In this case I knew that with a pixel reading of 241,242,241, the 
highlight tones in this part of the picture would printfine using almostany printdevice. 
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White backdrops 

For studio shots with a white background, 
you usuallywant the backdropto reproduce 
as white. If you do this with the lighting 
you need to ensure the lighting ratios are 
balanced so that important detail in the 
subject highlights isn’t clipped. It is best 
not to overexpose the white background 
exposure too much at the capture stage. 

One can always force the background 
tones to white when editing in Camera Raw 
by applying a positive Highlights and/or 
Whites adjustment (or edit the image in 
Photoshop). 


When to clip the highlights 

As I say, you have to be careful when judging where to set the 
highlight point. If you clip too much then you risk losing important 
highlight detail. However, what if the image contains bright 
specular highlights, such as highlight reflections on shiny metal 
objects? The Figure 3.32 image has specular highlights which 
contain no detail. It is therefore safe to clip these highlights, 
because if you were to clip them too conservatively you would 
end up with dull highlights in your prints. In this case the aim is 
for the shiny reflections to print to paper white. So when adjusting 
the Highlights and Whites slider for a subject like this, you would 
use the Exposure slider to visually decide how bright to make the 
photo and not be afraid to let the specular highlights blow out to 
white when adjusting the Highlights and Whites sliders. 



Figure 3.32 The highlights in this photograph contain no detail, so there is no point 
in trying to preserve detail in the shiny areas as this would needlessly limitthe contrast. 
One can safely afford to clip the highlights in this image without losing important image 
detail and as you can see here, the color samplerover the shiny reflection (circled in 
orange) measures a highlight value of 255,255,255. With images like this it is OK to let the 
highlights burn out. Note that the highlight clipping warning is checked (circled in red) and 
the colored overlay in the preview image indicates where there is highlight clipping. 
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How to clip the shadows 

Setting the black clipping point is, by comparison, a much easier 
thing to do. Put aside any concerns you might have about matching 
the black clipping point to a printing device, Pll explain how that 
works over the next two pages. Blacks slider adjustments are 
simply about deciding where you want the shadows to clip. The 
default setting is now 0 and this will usually be about right for 
most images. With some images, where the initial clipping appears 
too severe, you may want to ease the clipping off by dragging the 
Blacks slider more to the right, but it is inadvisable to lighten the 
Blacks too much. Some photos, such as the one shown below in 
Figure 3.33, can actually benefit from a heavy black clipping so 
that the dark areas print to a solid black. 


Hiding shadow noise 

Raising the threshold point to where the 
shadows start to clip is one wayto add 
depth and contrast to your photos. It can 
also help improve the appearance of an 
image that has very noisy shadows. 


Camera Raw 7.0 - Canon EOS-lDs Mark III 
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Figure 3.33 In this picture you can see that the Blacks in this photo are well and truly 
clipped. This is because I deliberately wanted to force any shadow detail in the backdrop to 
a solid black. As you can see, the color sampler over the backdrop in this picture (circled) 
showed an RGB reading of 0,0,0. 
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Is it wrong to set leveis manually? 

All I am suggesting here is that it is an 
unnecessary extra step to use Photoshop 
to set the black output leveis to anything 
higher than the zero black afteryou have 
already set the black clipping at the 
Camera Raw editing stage (or have done 
so in Photoshop). If you do set the black 
output leveis manually to a setting that 
is higher than zero you won’t necessarily 
get inferior print outputs, providing that 
is, you set the black leveis accurately and 
don’t set them any higher than is needed. 
And there’s the rub: how do you know 
how much to set the output leveis, and 
what if you want to output a photo to more 
than one type of print paper? You see, it’s 
easier to let Photoshop work this out for 
you automatically. Some picture libraries 
are quite specific about how you set the 
output leveis, but theirsuggested settings 
are usually very conservative and unlikely 
to result in weak shadows when printed to 
most devices. It is therefore probably better 
to oblige the libraries and just give them 
what they ask for, rather than fight them 
over the logic of their arguments. The only 
time when you may need to give special 
consideration to setting the shadows to 
anything other than zero is when you 
are required to edit an already converted 
CMYK or grayscale file that is destined 
to go to a printing press, where the black 
output leveis have been set incorrectly. 
However, if you use Photoshop color 
management properlyyou are unlikely to 
encountersuch problems. 


Shadow leveis after a conversion 

You will sometimes come across advice saying that the output 
leveis for the black point in an RGB image should be set to 
something like 20,20,20 (for the Red, Green, Blue RGB values). 
The usual reason given for this is because anything darker than, 
say, a 20,20,20 shadow value will reproduce in print as a solid 
black. Just to add to the confusion, different numbers are suggested 
for the output leveis: one person suggests using 10,10,10, while 
another advises you use 25,25,25. In all this you are probably 
left wondering how to set the Blacks slider in Camera Raw, since 
you can only use it to clip the black input leveis and there is no 
control for setting the black output leveis so that they match these 
suggested output settings. 

This is one of those areas where the advice given is more 
complex than it needs to be. It is well known that because of 
factors such as dot gain, it has always been necessary to make the 
blacks in a digital image slightly lighter than the blackest black 
(0,0,0,) before outputting it to print. As a result of this, in the early 
days of digital imaging, the only way to get a digital image to 
print correctly was to manually adjust the output leveis so that the 
black clipping point matched the print device. Back then, if you set 
the leveis to 0,0,0, RGB, the blacks would print too dark and you 
would lose detail in the shadows. Therefore the solution was to set 
the output leveis point to a value higher than this (such as 20,20,20 
RGB), so that the blacks in the image matched the blackest black 
for the print device. These are the historical reasons for such 
advice, because the black leveis had to be adjusted differently for 
each type of print output including CMYK prepress files. 

For the last 14 years or so, Photoshop has had a built-in 
automated color management systems thafs designed to take 
care of the black clipping at the output stage. The advice these 
days is therefore quite simple: you decide where you want the 
blackest blacks to be in the picture and clip them to 0,0,0, RGB (as 
discussed on the previous page). When you save the image out to 
Photoshop as a pixel image and send the image data to the printer, 
the Photoshop or print driver software automatically calculates 
the precise amount of black clipping adjustment that is required 
for each and every print/paper combination. In the Figure 3.34 
example you can see how the black clipping point for different 
print papers is automatically compensated when converting the 
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data from the edited image to the profile space for the printing 
paper. Don’t just take my word, it is easy to prove this for yourself. 
Open an image (almost any will do), set the Channel display in the 
Histogram panei to Luminosity and refresh the histogram to show 
the most up-to-date histogram view (you do this by clicking on the 
yellow waming triangle in the top right corner). Once you have 
done this go to the Edit menu, choose Convert to Profile and select 
a CMYK or RGB print space. You’11 need to refresh the histogram 
display again, but once you have done so you can compare the 
before and after histograms and check what happens to the black 
clipping point. 



Figure 3.34 The Histogram panei views on the right show (top) the original histogram 
for this ProPhoto RGB image. The middle histogram shows a comparison of the image 
histogram after converting the ProPhoto RGB data to a print profile space for Innova 
Fibraprint glossy paper printed to an Epson 4800 printer. The print output histogram 
is overlaid here in green and you can see howthe black leveis clipping point has been 
automatically indented. The bottom example shows a standard CMYK conversion to the US 
Web coated SWOP profile, colored green so that you can compare it more easily with the 
before histogram. Again, the black clipping point is moved inwards to avoid clogging up 
the shadow detail. Please note that the histograms shown here were all captured using the 
Luminosity mode since this mode accurately portrays the composite luminance leveis in 
each version ofthe image. 
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Figure 3.35 This shows the difference 
the exposure can make in retaining shadow 
information. The darkerthe exposure, the 
fewer discreet leveis that can be captured via 
the camera sensor. This will result in poorly 
recorded shadow detail. 


Digital exposure 

Compared with film, shooting with a digital camera requires a 
whole new approach to determining what the optimum exposure 
should be. With film you tended to underexpose slightly for 
chrome emulsions (because you didn’t want to risk blowing out the 
highlights). With negative emulsion film it was considered safer to 
overexpose as this would ensure you captured more shadow detail 
and thereby recorded a greater subject tonal range. 

When capturing raw images on a digital camera it is best to 
overexpose as much as it is safe to do so before you start to clip 
the highlights. Most digital cameras such as digital SLRs and even 
the raw-enabled compacts are capable of capturing 12 bits of data, 
which is equivalent to 4096 recordable leveis per color channel. 

As you halve the amount of light that falis on the chip sensor, you 
potentially halve the number of leveis that are available to record 
an exposure (see Figure 3.36). Let us suppose that the optimum 
exposure for a particular photograph at a given shutter speed is fl6. 
This exposure makes full use of the chip sensor’s dynamic range 
and consequently there is the potential to record up to 4096 leveis 
of information. If one were then to halve the exposure to f22, you 
would only have the ability to record up to 2048 leveis per channel. 
It would still be possible to lighten the image in Camera Raw or 
Photoshop to create an image that appeared to have similar contrast 
and brightness. But (and it’s a big but), that one stop exposure 
difference has immediately lost you half the number of leveis that 
could potentially be captured using a one stop brighter exposure. 
The image is now effectively using only 11 bits of data per channel 
instead of 12. This is true of digital scanners too. Perhaps you 
may have already observed how difficult it can be to rescue detail 
from the very darkest shadows, and how these can end up looking 
posterized. Also, have you ever noticed how much easier it is to 
rescue highlight detail compared with shadow detail when using 
the Shadows/Highlights adjustment? This is because far fewer 
leveis are available to define the information recorded in the darkest 
areas of the picture and these leveis are easily stretched further 
apart as you try to lighten the shadows. This is why posterization 
is always much more noticeable in the shadows (see Figure 3.35). 

It also explains why it is important to target your digital exposures 
as carefully as possible so that you capture the brightest exposures 
possible, but without the risk of blowing out the highlight detail. 
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Figure 3.36 lf you could inspect a raw capture image in its native, linear gamma State, 
it would look something like the image shown top left. Notice thatthe picture is very dark 
and is lacking in contrast. During the raw conversion process, a gamma curve correction 
is applied when converting the linear data so that the processed image matches the way 
we are used to viewing the relative brightness in a scene. The picture top right shows the 
same image after a basic raw conversion. As a consequence of this, the more brightly 
exposed areaswill preserve the most tonal information and the shadowareas will end up 
with fewer leveis. A typical CCD sensor can capture up to 4096 leveis of tonal information. 
Half these leveis are recorded in the brightest stop exposure range and the recorded leveis 
are effectively halved with every stop decrease in exposure. The digital camera exposure 
is therefore quite criticai. Ideally, you want the exposure to be as bright as possible so that 
you make full use of the Leveis histogram, but at the same time be careful to make sure the 
highlights don’t get clipped. 


Camera histograms 

As I have mentioned already in this book, 
the histogram that appears on a compact 
camera or digital SLR screen is unreliable 
for anything otherthan JPEG capture. This 
is because the histogram you see there is 
usual ly based on the camera-processed 
JPEG and is not representative of the true 
raw capture. The only way to check the 
histogram for a raw capture file is to open 
the image via a raw processing program 
such as Camera Raw or Lightroom. 


How Camera Raw interprets the raw data 

Camera sensors have a linear response to light and unprocessed 
raw files therefore exist in a ‘linear gamma space’. Human vision 
on the other hand interprets light in a non-linear fashion, so 
one of the main things a raw conversion has to do is to apply a 
gamma correction to the original image data to make the correctly 
exposed, raw image look the way our eyes would expect such a 
scene to look. The preview image you see in the Camera Raw 
dialog presents a gamma corrected preview of the raw data, 
while the adjustments you apply in Camera Raw are in fact being 
applied directly to the raw linear data. The reason I mention this 
is to illustrate one aspect of the subtle but important differences 
between the tonal edits that can be made in Camera Raw to raw 
files and those that are applied in Photoshop where the images 
have already been ‘gamma corrected’. Note that in the case of non- 
raw files, Camera Raw has to temporarily convert the image to a 
linear RGB space to carry out the image processing calculations. 


185 





Martin Evening 


Adobe Photoshop CS6 for Photographers 


Basic panei image adjustment procedure 
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1 Hereyou can see the starting pointforthis image wherethe Basic panei settings have all 
beenset to their default values. 
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2 To begin with I used the white balance tool to adjust the white point. I then used the 
Exposure sliderto adjust the midtone brightness and lighten the image. 
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3 Next, I adjusted the Contrast to increase the contrast in the photo. You’ll notice that I 
needed to apply quite a strong increase here. 



4 Here you can see that I reduced the Highlights to restore more detail in the highlight 
areas and increased the Shadows to lift the darker areas. 
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5 In this step I reduced both the Whites and Blacks sliders to fine-tune the white and black 
clipping points. 
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6 Finally, I readjusted the Exposure to rebalance the overall brightness of the photo, plus I 
added some positive Clarity and Vibrance. 


188 












































































































Chapter 3 


Camera Raw image Processing 


Auto tone corrections 

Camera Raw has the useful ability to apply auto tone corrections. 

To do this, just click on ‘Auto’ ílüffl tSBk ltl ) in the Camera Raw 
dialog (circled in Figure 3.37). An auto tone adjustment will affect 
the Exposure, Contrast, Highlights, Shadows, Whites and Blacks and 
is to some extent affected by the white balance setting. This is also 
noticeable when making auto grayscale adjustments. Here too, the 
white balance settings have an impact. If you adjust the Temp and 
Tint white balance Controls in the Basic panei and then select the 
Convert to Grayscale box in the HSL/Grayscale panei, as shown 
in Step 2 on page 407 (with Auto enabled), you will see the 
Grayscale sliders readjust according to the white balance settings. 
Auto tone adjustments work really well on most images, such as 
outdoor scenes and naturally-lit portraits, but works less well on 
photographs that have been shot in the studio under controlled 
lighting conditions. In these instances it is best not to use Auto. 

Camera-specific default settings 

The Default Image Settings section of the Camera Raw preferences 
allows you to make any default settings camera-specific. If you go 
to the Camera Raw fly-out menu options shown in Figure 3.38, 
there is an option that allows you to ‘Save New Camera Raw 
Defaults’ as the new default setting to be used every time Bridge or 
Camera Raw encounters a new image. On its own, this menu item 
allows you to create a default setting based on the current Camera 
Raw settings and apply this to all subsequent photos (except where 
you have already overridden the default settings). However, if 
the ‘Make defaults specific to the camera serial number’ option 
is selected in the Camera Raw preferences, selecting ‘Save New 
Camera Raw Defaults’ only applies this setting as a default to 
files that match the same camera serial number. Similarly, if the 
‘Make defaults specific to camera ISO setting’ option is checked, 
this allows you to save default settings for specific ISO values. 

And when both this and the previous option are checked, you can 
effectively have in Camera Raw multiple default settings that take 
into account the combination of the camera model and ISO setting. 
You do have to be careful how you go about using the ‘Save New 
Camera Defaults’ option. When used correctly you can cleverly 
set up Camera Raw to apply appropriate default settings for any 
camera and ISO setting. However, it is all too easy to make a 



Figure 3.37 Clicking on the Auto button 
applies an auto adjustment to the Basic panei 
settings in Camera Raw. This auto-adjusts 
the Exposure, Contrast, Highlights, Shadows, 
Whites and Blacks settings. You can also use 
^ga +dnuhle-rlicktn apply an auto setting to 
individual sliders. 
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mistake, or worse still, select the ‘Reset Camera Defaults’ option 
and undo all your hard work! 

The main thing to watch out for is that you don’t include too 
many Camera Raw adjustments (such as the HSL/Grayscale panei 
settings) as part of a default setting. One approach is to open a 
previously untouched image, apply a Camera Calibration panei 
adjustment plus, say, a Lens Profile correction setting and save this 
as a camera-specific default. You might find it useful to adjust the 
Detail panei noise reduction settings for an image shot at a specific 
ISO setting and save this as a ‘Make defaults specific to camera 
ISO setting’. Or, you might like to check using both Camera Raw 
preference options and setup defaults for different ISO settings 
with specific cameras. 
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Figure 3.38 You can use the Camera Raw menu option circled here to choose the ‘Save 
New Camera Raw Defaults’. This saves all the current Camera Raw settings as a default 
setting according to howthe preferences are set in Figure 3.19. The important thing to bear 
in mind here isto ensurethe Basic panei settings have all been set to their defaults first. 
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Clarity 

The Clarity slider is the first of three Tresence’ Controls in 
Camera Raw. Adding Clarity to a photo can be thought of as 
adding sharpness, but it is more accurate to say that Clarity is 
‘adding localized, midtone contrast’. In other words, the Clarity 
slider can be used to build up the contrast in the midtone areas 
by effectively applying a soft, wide radius unsharp mask type of 
filter. Consequently, when you add a positive Clarity adjustment, 
you will notice increased tonal separation in the midtone areas. 

By applying a small positive Clarity adjustment you can therefore 
increase the local contrast across narrow areas of detail and a 
bigger positive Clarity adjustment increases the localized contrast 
over broader regions of the photo. Positive Clarity adjustments 
now utilize the new tone mapping logic that is employed for the 
Highlights and Shadows sliders. As a result of this halos either side 
of a high contrast boundary edge should appear reduced. 


How much Clarity should you add? 

All photos can benefitfrom adding a 
small amount of Clarity. I would say, a 
+10 value works well for most pictures. 
However, you can safely add a maximum 
Clarity adjustment if you think a picture 
needs it (such as in the Figure 3.39 
example shown below). But note that in 
terms of strength, a maximum Clarity 
adjustment is now roughly double what it 
was in Process 2010. 



Figure 3.39 This screen shot shows an example of Clarity in action. The left half of the 
Camera Raw preview shows how the photo looked before Clarity was added and the right 
half of the preview shows Clarity being applied using a maximum +100 value. 
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Negative claríty 

Just as you can use a positive clarity adjustment to boost the 
midtone contrast, you can also apply a negative clarity adjustment 
to soften the midtones. There are two uses that come to mind here. 
Clicio Barroso and Ettore Causa suggested that a negative clarity 
adjustment could be useful for softening skin tones in portrait and 
beauty shots (see Figure 3.40). This works great if you use the 
adjustment brush tool (discussed on pages 235-245) to apply a 
negative clarity in combination with a sharpening adjustment. The 
other idea I had was to use negative clarity to simulate a diffusion 
printing technique that used to be popular with a lot of traditional 
darkroom printers. In Figure 3.41 you can see examples of a before 
and after image where I used a maximum negative clarity to soften 
the midtone contrast to produce a kind of soft focus look. You will 
also find that this technique works particularly well with photos 
that have been converted to black and white. Note that negative 
Clarity adjustments remain unchanged and don’t use the new tone 
mapping logic. 
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Figure 3.40 This shows the results of an adjustment brush applied using the 
combination of a -50 Clarity effect with a +25 Sharpness effect to produce the skin 
softening lookachieved here. I applied this effect a littlestrongerthan I would do normally 
in order to really emphasize the skin softening effect. 
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Figure 3.41 This shows a before version (top) and an after version (below), where I 
applieda —100 Clarity adjustment. 


193 











Martin Evening 


Adobe Photoshop CS6 for Photographers 


Negative vibrance and saturation 

Not all of us want to turn our photographs 
into super-colored versions of reality. So it 
is worth remembering that you can use the 
Vibrance and Saturation sliders to apply 
negative adjustments too. If you take the 
Saturation down to -100, this converts an 
image to monochrome, but lesser negative 
Saturation and Vibrance adjustments can 
be used to produce interesting pastel- 
colored effects. 



Model: Kelly @Zone 


Vibrance and Saturation 

The Saturation slider can be used to boost color saturation, but 
extreme saturation adjustments will soon cause the brighter colors 
to clip. However, the Vibrance slider can be used to apply what is 
described as a non-linear color saturation adjustment, which means 
colors that are already brightly saturated in color remain relatively 
protected as you boost the vibrance, whereas the colors that are 
not so saturated receive a greater saturation boost. The net result is 
a saturation control that allows you to make an image look more 
colorful, but without the attendant risk of clipping those colors 
that are saturated enough already. Try opening a photograph of 
some brightly colored flowers and compare the difference between 
a Vibrance and a Saturation adjustment to see what I mean. The 
other thing that is rather neat about the Vibrance control is that it 
has a built-in skin tone protection filter which does rather a good 
job of not letting the skin tones increase in saturation as you move 
the slider to the right. In Figure 3.42,1 set the Vibrance to +55, 
which boosted the colors in the dress, but without giving the model 
too ‘vibrant’ a suntan. 
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Figure 3.42 Boosting the colors using the Vibrance control in the Basic panei. 
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1 1n this example you can see what happens if you choose to boost the saturation in a 
photo using the Saturation slideronlyto enrich the colors. If you lookatthe histogram 
you will notice how the blue channel is clipped. This is what we should expect, because 
the Saturation slider in Camera Raw applies a linear adjustment that pushes the already 
saturated blues off the histogram scale. 
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2 Compare what happens when you use the Vibrance slider instead. In this example 
you will notice how none of the blue channel colors are clipped. This is because the 
Vibrance slider boosts the saturation of the least saturated colors most, tapering off to 
a no saturation boost for the already saturated colors. Hence, there is no clipping in the 
histogram. 
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Linear contrast in Process 2012 

The default Tone Curve for Process 
2003/2010 applies a Médium Contrast 
curve, whereas the Process 2012 default 
is now linear’. However, the Linear setting 
in Process 2012 actually applies the same 
Tone Curve kick to the shadows as the old 
Médium Contrast setting. Adobe simply 
recalibrated the underlying tone curve 
settings in Process 2012 so that Médium 
Contrast is now the new linear’ starting 
point. The important thing here is that the 
starting point in Process 2003/2010 and 
Process 2012 is actually the same. It’s 
only the names and how the Tone Curve is 
represented in the Point Curve editor mode 
that have changed. 


Tone Curve panei 

The Tone Curve panei offers a fine-tuning contrast control that can 
be applied in addition to the tone and contrast adjustments made 
in the Basic panei. There are two modes of operation available 
here: parametric and point. WeTl look at the parametric Controls 
first. The starting point is a straight curve, though in actual fact, 
the underlying tone curve does actually apply a small amount of 
contrast (see sidebar). When editing a Tone Curve in parametric 
mode you use the Tone Curve panei slider Controls to control the 
curve shape. This is essentially a more intuitive method to work 
with, plus you can also use the target adjustment tool (O) i n 
conjunction with the parametric sliders to adjust the tones in an 
image. Note that you can use the Q shortcut as a toggle action to 
access and use the Tone Curve target adjustment tool while editing 
in the Basic panei. Here is an example of how to edit the Tone 
Curve in the parametric editor mode. 


| O A * fc,M A m ia 



1 1n this first example, the image tones were adjusted using the Basic panei contrais to 
produce an optimized range of tones that were ready to be enhanced further. I could have 
used the Contrast slider to adjust contrast, but the Tone Curve panei provides a simple yet 
effective interface for manipulating the image contrast. 
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2 In the Tone Curve panei I selected the Parametric curve option. By dragging the 
Highlights slider to the right and the Lights slider to the left, I was able to increase the 
contrast in the sky. One can also apply these adjustments by selecting the target adjustment 
tool (circled) and then clicking and dragging up or down on target areas of the image. 



3 Here, I adjusted the Darks and Shadows sliders to add more contrast in the dark regions 
of the photograph. In addition to this, I fine-tuned the scope of adjustment for the Tone 
Curve sliders by adjusting the positions of the three tone range split points (circled). 
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Figure 3.43 The Tone Curve panei, shown 
here in Point Curve editor mode with the 
default Linear tone curve setting. 
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Figure 3.44 The Tone Curve panei, shown 
here with the Standard channel selected. 


Point Curve editor mode 

In the Point Curve editor mode, you can manipulate the shape 
of the Tone Curve as you would with the Curves adjustment in 
Photoshop. As I mentioned on the previous page, the default curve 
shape in Process 2012 is now ‘Linear’, which is actually the same 
as the old Médium Contrast curve. If you want, you can use the 
Point Tone Curve panei mode to apply a stronger contrast base 
curve setting. Regardless of any adjustments you have already 
made in the parametric mode, the curve shape that’s shown here 
uses the Curve setting selected from the Curve menu in Figure 3.43 
as the starting point curve shape. I suppose you could say that the 
way the Tone Curve panei represents curves in Camera Raw is 
kind of the same as having two Curves adjustment layers one on 
top of the other in Photoshop. In fact, if you also take into account 
the effect of the Contrast slider in the Basic panei, you effectively 
have three curves adjustments to play with. To edit the point 
tone curve, just click on the curve line to add points and drag to 
adjust the overall curve shape. You can edit curve points just like 
in Photoshop. When a point is selected, use the keyboard arrow 
keys to move the point around. To select a new existing point, use 
BMQ to select the next point up and use to select 

the next point down. You can delete a selected point by hitting the 
ummzk key, or drag a point off to the side of the curve graph. Also, 
if you hold down the key while hovering the cursor over 

the image preview, you can see exactly where a tone will fali on 
the curve, and you can J3^0-click to place a point on the curve. 
Lastly, use the key to select multiple points on the curve. 


RGB Curves 

When working in Process 2012, you will now see a Channel 
menu, which allows you to edit either ‘Standard’ (the composite 
channel view) or the individual red, green or blue channels. This 
allows you to apply fine-tuned color corrections in Camera Raw 
(Figure 3.44). There are a lot of color adjustment Controls already 
in Camera Raw, so this is to some extent duplicating functionality 
that is available elsewhere. Even so, RGB curves do allow you to 
apply some quite unique kinds of adjustments, such as those seen 
in Figures 3.45 and 3.46. You can use it to apply strong color casts, 
you can correct images with mixed lighting and you can also use it 
to achieve split tone effects that go beyond what can be achieved in 
the Split Toning panei alone. 
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Figure 3.45 This shows two different RGB point tone curve adjustments. In the middle, 
a correction to cool the highlights and warm the shadows and on the right, an adjustment 
where I deliberately applied a strong red/yellow cast. 



Figure 3.46 In this example I desaturated the image, taking the Saturation slider in the 
Basic panei to -100.1 then applied the point tone curve adjustments shown here to apply 
a multi-color split toning effect. 
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Correcting a high contrast image 
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1 This photograph has a wide subject brightness range, and is shown here opened in 
Camera Raw using the default Process 2012 settings. 
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2 In this first step I adjusted the Exposure, Contrast and Highlights sliders to compress the 
tonal range. This resulted in more detail being seen in the sky. 
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3 1 then tackled the Shadow areas by raising the Shadows sliderto +35.1 did find it 
necessary to fine-tune the whites and blacks clipping points. As you can see, I reduced the 
Whites sliderto -100 and the Blacks sliderto -25. 



4 Lastly, I wentto the Tone Curve panei and used theslidersettingsshown here to carefully 
add more contrastto the photograph where it was needed most. 
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Camera Raw Detail panei 

In case you are wondering, the following 
chapter contains a major section on 
working with the Detail panei. 

HSL color Controls 

The choice of color ranges for the HSL 
sliders is really quite logical when you 
think about it. We may often want to adjust 
skin tone colors, but skin tones aren’t red 
oryellow, but are more of an orange color. 
And the sea is often not blue but more 
of an turquoise color. Basically, the hue 
ranges in the HSL contrais are designed to 
provide a more applicable range of colors 
for photographers to work with. 


HSL/Grayscale panei 

The HSL Controls provide eight color sliders with which to control 
the Hue, Saturation and Luminance. These work in a similar way 
to the Hue/Saturation adjustment in Photoshop, but are in many 
ways better, because based on my own experience I find these 
Controls are more predictable in their response. In Figure 3.47 I 
used the Luminance Controls to darken the blue sky and add more 
contrast in the clouds, plus I lightened the grass and trees slightly. 
Try doing this using Hue/Saturation in Photoshop and you will 
find that the blue colors tend to lose saturation as you darken the 
luminosity. You will also notice that instead of using the traditional 
additive and subtractive primary colors of red, green, blue, plus 
cyan, magenta and yellow, the color slider Controls in the HSL 
panei are based on colors that are of more actual relevance when 
editing photographic images. For example, the Oranges slider is 
useful for adjusting skin tones and Aquas allows you to target the 
color of the sea, but without affecting the color of a sky. 



ka * * / 0 ® o r 


C Converr to Grayscale 
Hue Saturation Luminance 

Pcfault 

Reds -8 


Oranges 



-21 





Yellows 



+40 





Greens 



0 





Aquas 



-19 





BJues 



-38 


Purples 


HSL / Grayscale 


Magentas 


Figure 3.47 In this example, the Luminance sliders in the HSL/Grayscale panei were 
used to darken the sky and also to lighten the yellows. 
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Recoveríng out-of-gamut colors 

Figure 3.48 highlights the problem of how the camera you are 
shooting with is almost certainly capable of capturing a greater 
range of colors than can be displayed on the monitor or seen in 
print. Just because you can’t see them doesn’t mean they’re not 
there! Although a typical monitor can’t give a true indication of how 
colors will print, it is all you have to rely on when assessing the 
colors in a photo. The HSL Luminance and Saturation sliders can 
therefore be used to reveal hidden color detail (see Figure 3.49). 




Figure 3.48 This diagram shows a plot of the 
color gamut of an LCD monitor (the solid shape 
in the center) compared to the actual color 
gamut of a digital camera. Assuming you are 
using a wide gamut RGB space such as Adobe 
RGB or better still, ProPhoto RGB, the colors 
you are able to edit will almost certainly extend 
beyond what can be seen on the display. 

Tech note 

The previews shown here are not simple 
screen grabs, butwere mocked up using 
fully processed ProPhoto RGB images. 

You can judge the effectiveness of this 
adjustment by howwell the lower one 
reproduces in print. 



Figure 3.49 In the ‘before’ screen shot viewthe pink rose appeared flat. I then applied a 
negative luminance adjustment to darken the red, orange and magenta colors to produce 
the improved ‘after’ version. 



203 
























































































Martin Evening 


Adobe Photoshop CS6 for Photographers 


Grayscale conversions 

To find out about how to apply grayscale 
conversions in Camera Raw, please referto 
pages 406^09 in the Black and White 
chapter. 

Emulating Hue/Saturation behavior 

In Photoshop’s Hue/Saturation dialog, 
there is a Hue slider that can be used to 
apply global hue shifts. This can be useful 
if you are interested in shifting all of the 
hue values in one go. With Camera Raw 
you can create preset HSL settings where 
all the Hue sliders are shifted equally in 
each direction. Using such presets you 
can quickly shift all the hues in positive or 
negative steps, without having to drag each 
slider inturn. 


Adjusting the hue and saturation 

The Hue sliders in the HSL/Grayscale panei can be used to fine- 
tune the hue color bias using each of the eight color sliders. In the 
Figure 3.50 example, I adjusted the Reds hue slider to make the 
reds look less magenta and more orange. In other words, this is a 
useful HSL/Grayscale panei tip for improving the look of snapshot 
pictures taken with a compact digital camera, where the skin tones 
can often look too red. 

The Saturation sliders allow you to decrease or increase the 
saturation of specific colors. In the Figure 3.51 example you can 
see how I was able to use these to knock back specific colors so 
that everything in the photograph ended up looking monochrome, 
except for the red guitar in the foreground. Of course, I could have 
used the adjustment brush to do this, but adjusting the Saturation 
sliders offers a really quick method for selectively editing the colors 
in this way. As with the Tone Curve, you can also use the target 
adjustment tool to pin-point the colors and tones you wish to adjust. 



Figure 3.50 Here, I used a combination of a positive Reds, Oranges and Yellows Hue 
adjustments to make the skin tones look less reddish. 
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Figure 3.51 In this example, I have shown the before version (top) and a modified 
version (below), where I used the HSL/Grayscale panei Saturation sliders to selectively 
desaturate some of the colors in this scene. This can be done manually, or by using the 
target adjustment tool (circled) to target specific colors and drag downwards to desaturate. 


205 























































































Martin Evening 


Adobe Photoshop CS6 for Photographers 



Figure 3,52 This shows the Manual Lens 
Corrections contrais. 
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Figure 3.53 This shows the ‘Constrain to 
Image’ item inthe Crop menu. 


Lens Corrections panei 

The Lens Corrections panei Controls (Figure 3.52) can be used to 
help correct some of the optical problems that are associated with 
digital capture. 

Perspective corrections 

In the Manual tab section of the Lens Corrections panei youTl 
see the Transform Controls. The Distortion slider can be used to 
apply geometric distortion adjustments. These can be applied 
independently of a distortion correction that might have been 
applied by enabling a lens profile correction in the Profile 
tab section. The Vertical slider can be used to apply keystone 
corrections. For example when photographing tall buildings it will 
usually be necessary to point the camera upwards, which can lead 
to converging verticais in the picture. The Horizontal slider can 
similarly be used to correct for horizontal shifts in perspective, 
such as when a photo has been captured from a viewpoint that 
is not completely Tront on’ to the camera. Note that you can use 
the o key to toggle showing/hiding a grid overlay. The Rotate 
slider allows you to adjust the rotation of the transform adjustment 
(which is not exactly the same as rotating the image). While it 
is possible to use the Rotate slider here to straighten a photo, I 
suggest that you should primarily use the straighten tool do make 
this type of correction first. Finally, there is the Scale slider. This 
allows you to adjust the image scale. As you reduce the Scale 
amount the outer image area will appear as an undefined gray 
padded area (see Step 3 on page 215). Camera Raw does not offer 
any options for filling in the gray padded areas itself. However 
there is a way you can do this in Photoshop when retouching an 
image and you need to ‘fill in’ the edges (see page 530). When you 
select the crop tool, youTl notice there is a ‘Constrain to Image’ 
option in the menu (see Figure 3.53). This allows you, if you prefer, 
to constrain any applied crop to the visible areas only of the image, 
excluding the gray padded areas. 

Lens Vignetting control 

With certain camera/lens combinations you may see some 
brightness fall-off occur towards the edges of the picture frame. 

This is a problem you are more likely to encounter with wide angle 
lenses and you may only notice this particular lens deficiency if the 
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subject contains a plain, evenly-lit background. The Lens Vignetting 
Amount slider can be used to correct for this by lightening the 
comers relative to the center of the photograph, while the Midpoint 
slider can be used to offset the rate of fall-off. As you increase the 
Midpoint value, the exposure compensation is accentuated more 
towards the outer edges. 

Vignetting is not always a result of the lens used. In the 
studio I am fond of shooting with extreme wide angle lenses and 
the problem here is that it’s often difficult to get the backdrop 
evenly lit in all four corners. In these kinds of situations I find it 
sometimes helps to use the Lens Vignetting slider to compensate 
for the fall-off in light towards the corners of the frame by 
lightening the edges (as shown in Figure 3.54 below). 


UV filters and edge detail 

Fixing a UV filter over the lens is generally 
considered a good way to filter out the UV 
light when photographing outdoors, plus it 
can also offer a first line of defence against 
the lens getting damaged. However, this 
is not such a good idea with wide angle 
or wide angle zoom lenses, since the light 
entering the lens from the extreme edges 
is forced to go through the UV filter at an 
angle. This can cause the image to degrade 
more at the edges of the frame since the 
light is refracted as it passes through the 
filter glass. 
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Figure 3-54 This is an example of the Lens Vignetting sliders being used to 
compensate for light fall-off on a studio backdrop, to produce a more even-balanced white. 
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1 Here is an example of a photograph shot with a wide angle lens, where lens vignetting can 
be seen in the corners of the frame. 
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2 In this example, I used the Lens Corrections panei to compensate for the Vignetting. I set 
the Amount slider to +20 and adjusted the Midpoint to fine-tune the correction. The aim 
here was to obtain an even exposure at the corners of the photograph. 
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Defrínge 

The Defrínge options (see Figure 3.52) provide an extra levei of 
defringing in addition to the manual slider adjustments. To be 
honest, the Highlight Edges and All Edges settings usually have a 
very subtle effect, but if you are going to use this, I would suggest 
choosing the All Edges option as it can also sometimes help clean- 
up stubborn color fringes. Basically, you are unlikely to see much 
impact or benefit when using the Defrínge Controls in conjunction 
with Process 2012. 

Automatic lens corrections 

I began this section on the Lens Corrections panei by showing 
you how to use the manual correction sliders because this seemed 
the best way to introduce you to what these Controls do and why 
you would need to use them. With Camera Raw 6.1 or later you 
will notice that the Lens Corrections panei defaults to showing 
you the Profile tab mode thafs shown in Figure 3.55, allowing 
you to apply instant auto lens correction adjustments. This can 
be done to any image, providing there is a matching lens profile 
in the lens profile database that was installed with Photoshop 
and Camera Raw. If the lens you are using is not included in the 
camera lens profile database, you will need to use a custom lens 
profile. Eli come on to this shortly, but if we assume there are lens 
profiles available for the lenses you are shooting with, it should be 
a simple matter of clicking the ‘Enable Lens Profile Corrections’ 
box to apply auto lens corrections to any selected photo. When 
you do this you should see the ‘Make’ of the lens manufacturer, 
the specific lens ‘ModeT and lens ‘Profile’ (which will most likely 
be the installed ‘Adobe’ profile) appear in the boxes below. If 
these don’t show up, then you may need to first select the lens 
manufacturer brand from the ‘Make’ menu, then the specific lens 
‘ModeT and lastly, the desired lens profile from the ‘Profile’ menu. 
It is important to appreciate here that some camera Systems will 
capture a full-frame image, while compact SLR range cameras 
have smaller-sized sensors which make use of a smaller area of the 
lens’s total coverage area. The Adobe lens profiles have mostly all 
been built using cameras that have full-frame sensors. Therefore, 
from a single lens profile it is possible to calculate the appropriate 
lens correction adjustments to make for all other types of cameras 
in that manufacturer’s range where the sensor size is smaller than 



Figure 3.55 This shows the Profile tab 
Lens Corrections contrais. 

Chromatic Aberration 

Lens profiles actually describe three 
aspects of a lens correction: Distortion, 
Vignetting and Chromatic Aberration. 

When Process 2012 is selected in 
Photoshop CS6 you see just the Distortion 
and Vignetting sliders. The chromatic 
aberration data is ignored and the 
chromatic aberration distortion is handled 
separately by checking the ‘Remove 
Chromatic Aberration’ option. This carries 
out an ‘analysis’ method of correction, 
ratherthan using the data in the profile. 
When Process 2003 or 2010 is selected 
you will see the third slider, allowing you to 
enable and adjust the chromatic aberration 
thafs applied as part of correction. 
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a full-frame. Also note that when processing raw images, Camera 
Raw will prefer to use lens profiles that have also been generated 
from raw capture files. This is because the vignette estimation and 
removal has to be measured directly from the raw linear sensor 
data rather than from a gamma-corrected JPEG or TIFF image. 

An auto lens correction will consist of two main components: 
a ‘Distortion’ correction to correct for barrei or pin-cushion 
geometric distortion and a ‘Vignetting’ correction (as I described 
earlier). The Amount sliders you see here allow you to fine-tune an 
auto lens correction. So for example, if you wanted to have a lens 
profile correction correct for the lens vignetting, but not correct 
for, say, a fisheye lens distortion, you could drag the Distortion 
slider all the way to the left. On the other hand, if you believe an 
auto lens correction to be too strong or not strong enough, you 
can compensate the correction amount by dragging either of these 
sliders left or right. 

The default option in the Setup menu will say ‘Default’. This 
instructs Camera Raw to automatically work out what is the correct 
lens profile to use based on the available EXIF metadata contained 
in the image file, or use whatever might have been assigned as a 
‘default’ Fens Corrections to use with a particular lens (see below). 
The ‘Custom’ option will only appear if you choose to override the 
auto-selected default setting, or you have to manually apply the 
appropriate lens profile. As you work with the automatic lens 
profile corrections feature on specific images you will also have 
the option to customize the Fens Corrections settings and use the 
Setup menu to select the ‘Save new Defaults... ’ option. This will 
allow you to set new Fens Correction settings as the default to 
use when an image with identical camera EXIF lens data settings 
is selected. After you do this the Setup menu will in future show 
‘Default’ as the selected option in the Setup menu. 

Accessing and creating custom lens profiles 

If you don’t see any lens profiles listed for a particular lens, you 
have two choices. You can either make one yourself using the 
Adobe Fens Profile Creator program, or locate a custom profile 
that someone else has made. The Adobe Fens Profile Creator 
program is available free from the labs.adobe.com website, 
along with full documentation that explains how you should go 
about photographing one of the supplied Adobe Fens Calibration 
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1 Here is an example of a photograph opened in Camera Raw where no lens corrections 
have been applied yet. 



Lens Corrections 
Profile 'Au mui 

fcí Enable Lens Profile Corrections 
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Lens Profile 

Make: Sigma _íj 
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Profile Adobe ISIGMA 12-24mm . 



Correctlon Amount 
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Vignettmg 
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Remove Chromatic Aberration 
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2 In this step I checked the ‘Enable Lens Profile Corrections’ and ‘Remove Chromatic 
Aberration’ boxes to automatically correctthe image. 


211 
























































Martin Evening 


Adobe Photoshop CS6 for Photographers 


Where lens profiles are kept 

Custom lens profiles created via Adobe 
Lens Profile Creator 1.0 should be saved 
to thefollowing locations: 
Library/Application Support/Adobe/Camera 
Profiles/Lens Correction/1.0 (Mac), 

C: \Application Data\Adobe\CameraRaw\ 
LensProfilesYI.O (PC). 

Lateral chromatic aberration 

The sensors in the latest digital SLRs and 
médium format camera backs are able to 
resolve a much finer levei of detail than 
was possible with film. As a consequence 
of this any deficiencies in the lens 
optics can be made even more apparent. 
Therefore, where some color wavelengths 
are focused at different points, you may 
see color fringes around the high contrast 
edges of a picture. This can be particularly 
noticeable when shooting with wide angle 
lenses (especially when they are being 
used at wider apertures), where you may 
well see signs of color fringing toward the 
edges of the frame. There is also another 
type of chromatic aberration known as 
‘longitudinal chromatic aberration’, which 
describes the inability of lenses to focus 
different colors at the exact same distance, 
and is harderto correct. Fortunately, most 
of the color fringing problems we see are 
due to latitudinal chromatic aberration 
and this is easy enough to fix by scaling 
the individual color channels that make 
up the composite color image so that 
what could be thought of as the ‘color 
misregistration’ towards the edges of the 
frame is corrected. 


charts and generate custom lens profiles for your own lenses. It 
really isn’t too difficult to do yourself once you have mastered 
the basic principies. If you are familiar with the Lens Correction 
filter in Photoshop (see page 602) you will know how easy it is 
to access shared custom lens profiles that have been created by 
other Photoshop customers (using the Adobe Lens Profile Creator 
program). Unfortunately, the Lens Corrections panei in Camera 
Raw doesnT provide a shared user lens profile option, so whether 
you are creating lens profiles for yourself or wishing to install 
supplied lens profiles, you will need to reference the directory 
path lists shown in the ‘Where lens profiles are kept’ sidebar. 

Once you have added a new lens profile to the Lens Correction or 
LensProfiles folder, you will need to quit Photoshop and restart 
before any newly added lens profiles appear listed in the Automatic 
Lens Corrections panei profile list. 

Note that any images that are missing their EXIF metadata 
cannot be processed directly using lens profile corrections feature. 
However, if you save a lens profile corrections setting as a Camera 
Raw preset, it is kind of possible to apply such adjustments to any 
images that are missing the EXIF metadata by applying this preset 
via Camera Raw. 

Chromatic aberrations 

If you inspect an image closely towards the edge of the frame 
area, you may notice some color fringing, which will be most 
apparent around areas of high contrast. This is mainly a problem 
you get with cheaper lens optics, but it can occur even with a good 
lens when photographing brightly colored subjects. To correct 
for chromatic aberrations you TI need to click on the Profile tab 
in the Lens Corrections panei and check the ‘Remove Chromatic 
Aberration’ box. As I explained earlier in a sidebar on page 
209, when using Process 2012, the chromatic aberration data 
contained in a lens profile is ignored and Camera Raw carries out 
an auto correction based on an analysis of the image. As you can 
see in the Figure 3.56 example, this new approach to removing 
chromatic aberrations appears to work really well. One of the 
added advantages of this approach is that one can process images 
where a non-centrally-aligned lens has been used. For example, 
photographs shot using a tilt/shift lens with the central axis tilted 
can now be more effectively corrected. 
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Figure 3.56 The top screen shot shows a 200% close-up view of an image where you 
can see strong color fringing around the strong contrast edges. In the lower version I used 
an automatic Chromatic Aberration correction to remove the color fringes. 
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Q Remove Chromat* Aberration 
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1 In this initial step you can see an example of a photograph that was shot using a 15 mm 
fisheye lens, where there is a noticeable curvature in the image. 
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2 In the Lens Corrections panei I simply checked the Enable Lens Profile Corrections box 
to apply an auto lens correction to the photograph. In this instance I leftthe two Correction 
Amount sliders at their default 100% settings. 
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3 Next, I clicked on the Manual tab in the Lens Corrections panei so that I could adjustthe 
Vertical transform sliderto correct for some of the keystone distortion in this photo. I also 
adjusted the Horizontal slider slightly, rotated the transform adjustment 0.8 degrees anti- 
clockwise and adjusted the Scale sliderto zoom outand reveal more of the image. 



4 Finally, I opened the photo in Photoshop CS6 and used the Content-Aware Fill feature to fill in 
the gray padded area at the bottom (there is an example of how to do this shown on page 530). 
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Combined effects Effects panei 

Now that we have Post Crop Vignetting Post Crop Vignetting control 
Controls as well as the standard Lens A lot of photographers have got into using the Lens Vignetting 

correction vignette sliders, you can achieve Controls as a Creative tool for darkening or lightening the corners of 

even more varied results by combining their pictures. The only problem here is that the lens vignetting can 

different combinations of slider settings, only be applied to the whole of the image frame area. However, 

whether a photo is cropped or not. you can also use the Post Crop Vignetting sliders to apply a 

vignette relative to the cropped image area. This means you can 
use the Lens Vignetting Controls for the purpose they were intended 
(to counter any fall-off that occurs towards the edges of the frame) 
and use the Post Crop Vignette sliders in the Effects panei as a 
Creative tool for those times when you deliberately wish to lighten 
or darken the edges of a photo via Camera Raw. The Post Crop 
Vignetting Amount and Midpoint sliders work identically to the 
Lens Vignetting Controls, except in addition to this, you can adjust 
the Roundness and the Feathering of the vignette adjustment. 
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Effects 
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Client: Andrew Collinge Hair & Beauty. 
Hair by Andrew Collinge artistic team, 
Make-up: Liz Collinge. 


1 1n thisfirstexample I applied a -70, darkening vignette offsetwith a +45 Midpoint 
setting. This adjustment was not too different from a normal Lens Vignetting adjustment, 
except it was applied to the cropped area of an image. 
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2 Inthis next version, I adjusted the Roundness sliderto make thevignette shape less 
elliptical and adjusted the Feather sliderto make thevignette edge harder. 



3 For this final version, I applied a +100 vignette Amountto lighten the corners of the 
cropped image, combined with a low Midpoint and a soft Feather setting. 
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Post Crop Vignette style options 

So far I have just shown you the options for the Paint Overlay 
vignette style option. It wasn’t named as such before, since this 
was the only Post Crop Vignette mode available in previous 
versions (Camera Raw 5 or earlier). When first introduced, some 
people were quick to point out that the Post Crop Vignetting 
wasn’t exactly the same as a Lens Correction Vignette effect. You 



Figure 3.57 In this example I took a photograph of some snow-covered tree branches. 
Shown here is the before version (top) and one where I had applied a standard Paint 
Overlay style Post Crop Vignette using the settings shown here. 
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can see for yourself in the Figure 3.57 example how the Paint 
Overlay vignette applies a soft contrast, hazy kind of effect. This 
wasn’t to everyone’s taste (although I didrft particularly mind it) 
and so Camera Raw 6 or later now offer you two alternative post 
crop editing modes which more closely match the normal Lens 
Correction edit mode, yet offer extra scope for adjustment. Where 
people were once inclined to use the Lens Correction sliders as a 
Creative tool (because the Paint Overlay Post Crop effect was a bit 
wishy-washy), they should now think of the Lens Correction panei 
as being for lens corrections only and use the Post Crop Vignetting 
sliders in the Effects panei to add different kinds of vignette 
effects. So let’s now look at the new post-crop options. 

In the Paint Overlay mode example (Figure 3.57), the Post 
Crop effect blends either a black or white color into the edges of 
the frame depending on which direction you drag the Amount 
slider. The two new ‘Priority’ modes produce an effect that is now 
more similar to the Lens Correction effect since the darkening or 
lightening is created by varying the exposure at the edges. Of the 
two, the Color Priority (Figure 3.58) is usually the more gentler as 
this applies the Post Crop Vignette after the Basic panei Exposure 
adjustments, but before the Tone Curve stage. This minimizes color 
shifts in the darkened areas, but it can’t perform any highlight 
recovery when you darken the edges. 



Figure 3-58 This shows an example of a darkening post-crop vignette adjustment in 
which the Color Priority style was used. 
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The Highlight Priority style (see Figure 3.59) tends to produce 
more dramatic results. This is because it applies the Post Crop 
Vignette prior to the Exposure adjustment. It has the benefit of 
allowing better highlight recovery, but this can lead to color shifts 
in the darkened areas. 



Figure 3.59 This shows an example of a darkening Post Crop Vignette adjustment in 
which the Highlight Priority style was used. 


Highlights slider 

You will notice there is also a ‘Highlights’ slider, which can be 
used to further modify the effect. In Paint Overlay mode, the 
Highlights slider has no effect on the image. In the two new 
priority modes the Highlights slider is only active when applying 
a negative Amount setting and as soon as you increase the Amount 
to apply a lightening vignette, the Highlights slider is disabled. As 
you can see in the Figure 3.60 and 3.61 examples, increasing the 
Highlights amount allows you to boost the highlight contrast in the 
vignetted areas, but the effect is only really noticeable in subjects 
that feature bright highlights. Here it had the effect of lightening 
the snow-covered branches in the corners of the image, taking 
them back more to their original exposure value. In these examples 
the difference is quite subtle, but I find that the Highlights slider 
usually has the greatest impact when editing a Color Priority Post 
Crop Vignette. 
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Figure 3,60 In this example I applied a Highlight Priority Post Crop Vignette style and 
added a 40% Highlights adjustment to the Highlight Priority vignette. In this instance, the 
Highlights slider adjustment applied a fairly subtle change to the appearance of this Post 
Crop Vignette effect. 



Figure 3.61 In this example I applied a Color Priority Post Crop Vignette style and 
added a 40% Highlights adjustment to the Color Priority vignette. If you compare this with 
the above example in Figure 3.60, you can see how a Highlights slider adjustment can 
have a more substantial effect on the Post Crop Vignette adjustment in Color Priority mode. 
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Figure 3.62 The Effects panei showing the 
Grain sliders. 


Adding Grain effects 

The Effects panei also contains Grain Controls (Figure 3.62). The 
Amount slider determines how much grain is added, while the Size 
slider Controls the size of the grain particles. The default setting 
is 25 and dragging to the left or right allows you to decrease or 
increase the grain particle size. Note here that if the Size slider is 
set any higher than 25, then a small amount of blur is applied to 
the underlying image. This is done so that the image can blend 
better with the grain effect. The exact amount of blur is also linked 
to the Amount setting; the higher the Amount, the more blur thafs 
applied. The Roughness slider Controls the regularity of the grain. 
The Default value is 50. Dragging to the left makes the grain 
pattern more uniform, while dragging to the right can make the 
grain appear more irregular. Basically, the Size and Roughness 
sliders are intended to be used in conjunction with the Amount 
slider to determine the overall grain effect. In Figure 3.63 you can 
see a before and after example of a grain effect being applied to a 
photo in Camera Raw. 

The most obvious reason for including these new sliders is so 
that you can deliberately add a grain effect and give your photos 
a film-like look. However, if this is your aim you will probably 
need to apply quite a strong setting in order for the grain effect to 
be noticeable in print. Even then, this will only work effectively if 
you are producing a large-sized print output. The thing is, if you 
apply a grain effect while looking at the image at a 1:1 view and 
then make, say, a 10 x 8 print, the grain effect will mostly be lost 
due to the downsizing of the image data. Where images are going 
to be downsized even further to appear on the Web, a grain effect is 
unlikely to be noticed at all. 

It is also possible to use the Grain sliders to add subtle amounts 
of noise which can be used to disguise ugly image artifacts that 
can’t otherwise be eradicated from the image. Having said this, it 
is possible to end up needlessly fretting about what you can see on 
screen at a 1:1 or a 200% view when the detail you are analyzing 
will be diffused by the print process. Therefore tiny artifacts you 
see at a 100% view or higher shouldnT really be worth getting 
all that concerned about. A low Amount setting will allow you 
to add a fine amount of noise to a photo and this might well look 
even more pleasing as you add extra micro detail to a photo. In all 
honesty though, adding some extra fine grain is still only ‘creating 
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the illusion’ of an improved image. What you see close-up on the 
screen won’t have much actual bearing on the detailedness of the 
final print. This is really something that should mainly be reserved 
for problem photos that can’t be fixed with the new noise reduction 
sliders in the Detail panei (see page 296). In other words, where 
you have an image that contains really noticeable artifacts, you 
can try using the Grain sliders to cover these up, but I wouldn’t 
recommend overdoing this too much. As you might have gathered, 
Fm not that enamored with this new feature. One of the main 
reasons I prefer shooting with digital cameras is because of the 
lack of grain you get in the captures. 


The micro detail effect 

lt has been suggested that some raw 
converter programs have already been 
adding small amounts of grain by default 
in order to add micro detail to the image 
Processing, which, as I say in the main 
text, it is only creating the illusion of better 
image quality. Camera Raw doesn’t do this 
by default, but gives you the opportunity to 
experiment. 


Câmera Raw 7.0 - Canon tOS-IDi Mark III 



Figure 3.63 This shows a before and after example of a grain effect applied to a photo. 
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Figure 3,64 The Camera Calibration 
panei contrais can be used to set the desired 
Process Version and fine-tune the Camera Raw 
color interpretation. The Camera Profile setting 
at the top can offer a choice of camera profile 
settings. These include legacy settings such as 
ACR4.3, etc. The recommended default setting 
to use now is ‘Adobe Standard’. 

ACR compatible cameras 

The list of cameras that are compatible 
with the latest version of Camera Raw can 
be found at the Adobe website by following 
this link: www.adobe.com/products/ 
photoshop/cameraraw.html. 


Camera Calibration panei 

The Camera Calibration panei (Figure 3.64) lets you do two things. 

It allows you to choose which Process Version to use when rendering 
a raw file and also lets you select an appropriate camera profile. As 
I explained earlier, if you click on the waming triangle that appears 
in the bottom right comer of the preview section you can update an 
image from Process 2003 or 2010 to the latest Process 2012. You 
can therefore use the Camera Calibration panei to update the Process 
Version used or reverse this process and select an older Process 
Version should you need to. 

Everyone wants or expects their camera to be capable of 
capturing perfect colors whether they really need to or not. What 
is perfect color though? Some photographers may look at a JPEG 
version of an image and judge everything according to that, while 
others, who shoot raw, may prefer the default look they get from 
a particular raw processing program. Apart from anything else, is 
the display you are using actually capable of showing all the colors 
your camera can capture? 

Camera Raw is the product of much camera testing and raw 
file analysis, carried out by the Camera Raw team. By selecting 
the most appropriate camera profile in the Camera Calibration 
panei you can ensure you get the most accurate (or most suitable) 
color from your camera. Test cameras were used to build a two- 
part profile of each camera sensor’s spectral response under 
standardized tungsten and daylight balanced lighting conditions. 
From this, Camera Raw is able to calculate a pretty good color 
interpretation under these specific lighting conditions, and also 
extrapolate beyond these across a full range of color temperatures. 
This method may not be as accurate as having a proper profile built 
for your camera, but realistically, profiling a camera is something 
that can only be done where the light source conditions are always 
the same. 

New Camera Raw profiles 

You have to bear in mind that many of the initial default Camera 
Raw profiles were achieved through testing a limited number of 
cameras. It was later discovered that there could be a discemible 
variation in color response between individual cameras. As a result 
of this a wider pool of cameras were evaluated and the default 
profile settings were updated for certain makes of camera and in 
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some cases newer versions of the default camera profiles were 
provided. This is why you will sometimes see extra profiles listed 
that refer to earlier builds of Camera Raw, such as ACR 2.4 or 
ACR 3.6, etc. (see sidebar on ‘New camera profile availability’). 
More recently, Eric Chan (who works on the Camera Raw 
engineering team) managed to improve many of the standard ACR 
profiles as well as extend the range of profiles that can be applied 
via Camera Raw. In Camera Raw 5 or later, the ‘Adobe Standard’ 
profile is now the new default and this and the other profiles you see 
listed in the Profile menu options are the result of improved analysis 
as well as an effort to match some of the individual camera vendor 
‘look settings’ associated with JPEG captured images. 

Although ‘Adobe Standard’ is now the recommended default 
camera profile, it has been necessary to preserve the older profiles 
such as ACR 3.6 and ACR 4.4, since these need to be kept in order 
to satisfy customers who have relied on these previous profile 
settings. After all, it wouldn’t do to find that all your existing 
Camera Raw processed images suddenly looked different because 
the profile had been updated. Therefore, in order to maintain 
backward compatibility, Adobe leave you the choice of which 
profiles to use. If you are happy to trust the new ‘Adobe Standard’ 
profile, then I suggest you leave this as the default starting point for 
all your raw conversions. The difference you TI see with this profile 
may only be slight, but I think you will find this still represents an 
improvement and should be left as the new default. 


New camera profile availability 

Not all the Camera Raw supported cameras 
have the new profiles. These are mainly 
done for Canon, Nikon and a few Pentax 
and Leica models. So, you may not see a 
full list of profile options for every Camera 
Raw compatible camera, just the newer 
and most popular camera models. 


Camera look settings profiles 

The other profiles you may see listed are designed to let you match 
some of the camera vendor ‘look settings’. The profile names will 
vary according to which camera files you are editing, so for Canon 
cameras Camera Raw offers the following camera profile options: 
Camera Faithful, Camera Landscape, Camera Neutral, Camera 
Portrait as well as a Camera Standard option. Nikon users may see 
Mode 1, Mode 2, Mode 3, Camera Landscape, Camera Neutral, 
Camera Portrait and Camera Vivid profile options. In Figure 3.66 
you can see an example of how these can compare with the older 
ACR and Adobe Standard profiles. 

The ‘Camera Standard’ profile is rather clever because Eric 
has managed here to match the default camera vendor settings 
for some of the main cameras that are supported by Camera Raw. 
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Figure 3.65 X-Rite ColorChecker charts 
can be bought as a mini chart or the full-size 
chartyou see here. 


Embedding custom profiles 

lf you create a custom camera profile 
for your camera and apply this to any of 
the images you process through Camera 
Raw, you need to be aware that the 
custom profile component can only be 
read if that camera profile exists on the 
Computer thafs reading it. If you transfer 
a raw file thafs been processed in Camera 
Raw to another Computer it will look to 
see if the same camera profile is in the 
‘CameraProfiles’ folder. If it isn’t, it will 
default to using the Adobe Standard 
profile. Which leads me to point out an 
important solution to this problem, which 
is to convert your raw files to DNG. The 
current DNG spec allows for camera 
profiles to be embedded within the file and 
thereby removes the dependency on the 
host Computer having a copy of the custom 
camera profile used. 


By choosing the Camera Standard profile you can get the Camera 
Raw interpretation to pretty much match exactly the default color 
renderings that are applied by the camera manufacturer software. 
This means that if you apply the Camera Standard profile as the 
default setting in the Camera Calibration panei, Camera Raw 
applies the same kind of default color rendering as the camera 
vendoEs software and will also match the default camera JPEG 
renderings. For years, photographers have complained that Camera 
Raw in Bridge and Lightroom changed the look of their photos 
soon after downloading. The initial JPEG previews they saw that 
they liked would quickly be replaced by a different Camera Raw 
interpretation. When Camera Standard profile is selected you won’t 
see any jumps in color as the Camera Raw processing kicks in. 

This is because, as I say, Camera Raw is now able to match the 
JPEG rendering for certain supported cameras. 

Custom camera profile calibrations 

While the Adobe Standard profiles are much improved, they 
have still been achieved through testing a limited number of 
cameras. You can, however, create custom standard camera 
profiles for individual camera bodies. Creating a custom camera 
calibration profile does require a little extra effort to set up, but 
it is worth doing if you want to fine-tune the color calibration for 
each individual camera you shoot with. This used to be done by 
adjusting the Camera Calibration panei sliders, but is now mainly 
done through the use of camera profiles. However, the sliders do 
have their uses still, as IT1 explain shortly. 

In the early days of Camera Raw I used to shoot an X-Rite 
ColorChecker chart and visually compared the shot results with a 
synthetic ColorChecker chart and adjusted the Camera Calibration 
panei sliders to achieve a best match. It was all very complex! 
Fortunately there is now an easier way to calibrate your camera 
equipment. You will still need to capture an X-Rite ColorChecker 
chart (Figure 3.65). These can easily be ordered on-line and will 
probably cost you around $100. You then need to photograph the 
chart with your camera in raw mode. It is important that the chart 
is evenly lit and exposed correctly. The best way to do this is to use 
two studio lights in a copy light setup, or failing that, use a diffuse 
light source. Apart from that it does not matter what other camera 
settings are used, although I would recommend you shoot at a low 
ISO rating. 
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Figure 3.66 This page shows a comparison of the different camera profiles one can 
now choose from and the effect these will have on the appearance of an image, which in 
this case was shot using a Canon EOS 1 Ds Mklll camera. 
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Camera profiles and white balance 

In the step-by-step example shown here I 
recommend creating a camera profile using 
a standard strobe flash lighting setup. 

This lets you calibrate the camera sensor 
forthestudio lights you normally shoot 
with. The camera profile measurements 
can vary slightly for pictures that are shot 
using different white balance lighting 
setups. It is for this reason the DNG Profile 
Editor allows you to measure and generate 
camera profiles in the same way as the 
Camera Rawteam do. For example, if you 
shoot the ColorChecker chart once with a 
lighting setup at a measured white balance 
of 6500 K and again at a white balance of 
3400 K, you can measure these two charts 
using the DNG Profile Editor to create a 
more accurate custom camera profile. 


DNG Profile Editor 

In the quest to produce improved camera profiles, a special utility 
program called DNG Profile Editor was used to help re-evaluate 
the camera profiles supplied with Camera Raw and produce the 
revised camera profiles. You can get hold of a copy of this program 
by going to the labs.adobe.com website and doing a search for 
‘DNG Profiles’. At the time of writing it is currently in version 
beta 3 and available as a free download. There are a number of 
things you can do with this utility, but its main strength is that 
it allows you to create custom calibration profiles for individual 
cameras. You see, while the default camera profiles can be quite 
accurate, there may still be a slight difference in color response 
between your particular camera and the one Adobe used to test 
with. For this reason you may like to run through the following 
steps to create a custom calibration for your camera sensor. 



1 As I showed in Figure 3.65, you’ll first need to photograph an X-Rite ColorChecker chart. 
I suggest you shoot this against a plain, dark backdrop and make sure it is evenly lit from 
both sides, and, for the utmost accuracy, is illuminated with the same strobe lights that you 
normally work with. It is also a good idea to take several photos and bracketthe exposures 
slightly. Ifthe raw original isn’t exposed correctlyyou’11 seean error messagewhentrying 
to run the DNG Profile Editor. The otherthing you’11 need todo isto convertthe raw capture 
image to the DNG format, which you can do using Adobe DNG Converter (see page 264). 
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2 The next step is to launch DNG Profile Editor. Go to the File menu and choose File o 
Open DNG Image... Now browse to locate the DNG image you just edited and click Open. 
The selected image appears in a separate window. Go to the Base Profile menu and select the 
Adobe Standard profile for whichever camera was used to capture the ColorChecker chart. 



3 Now click on the Chart tab (circled) and drag thefourcolored circles to thefourcorner 
swatches of the chart. If you are just measuring the one chart, select the Both color tables 
option and click on the Create Color Table... button. If you are recording two separately 
shot targets at different white balance settings, use this menu to select the appropriate color 
table. 
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Export DNG Camera Profile*** 



4 The camera profile generation process is pretty much instantaneous. Once this has been 
done you can then go to the Edit menu and choose File o Export (name of camera) Profile, 
or use the I3B 23@ shortcut and rename the profile as desired. 
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5 Custom camera profiles are saved to a default userfolder but won’t appear visible in the 
Camera Calibration panei profile list until you next launch Photoshop or Bridge and open 
a raw image via Camera Raw. Once you have done this you can selectthe newly created 
camera profile and apply it to any photos that have been shot using this camera. 
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6 Here is an extra tip which is worth carrying out. You can save the camera profile selected 
in the Camera Calibration panei as a custom Camera Raw preset. In the example shown 
here I wentto the Camera Raw Presets panei, clicked on the New preset button (circled) 
and in the New Preset dialog shown here, selected the Camera Calibration subset setting, 
so that only the Camera Calibration option was checked. Once I had done this I now had a 
camera profile preset setting that could easily be applied to any other photographs that had 
been shot with the same camera. One can also easily apply a setting like this via the Bridge 
Edit o Develop settings submenu. 
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Clearing the retouching work 

You can remove individual retouch circles 
by selecting them and hitting the 
key. Or, you can click on the ‘Clear AH’ 
button to delete all retouch circles. 

Turning off the preview 

You can use the Preview option to 
toggle showing/hiding the spot removal 
retouching (also using the O key). 

Overlapping the spots 

In the absence of an elliptical spot removal 
tool you can still be cleverwhen removing 
irregular shaped marks. First, apply two 
spot removal circles side by side and 
afterwards, edit one of the spots and move 
the destination circle so that it overlaps 
thefirst. 


Spot removal tool 

You can use the spot removal tool (©) to retouch spots and 
blemishes. Whenever the spot removal tool is active you will 
see the Spot Removal options appear in the panei section on the 
right (Figure 3.67). From here you can choose between Heal and 
Clone type retouching and ideally you should work on the image 
at a 100% magnification. In Clone mode, the tool behaves like 
a cross between the spot healing brush and clone stamp tool in 
Photoshop. It carries out a straightforward clone of the image with 
a soft feathered edge circle and automatically selects the area to 
sample from. In Heal mode, the tool behaves like a cross between 
the spot healing and normal healing brush in Photoshop, where 
a straight-forward click auto-selects an area to sample from and 
blends the sampled data with the surrounding data outside the 
spotting circle. If you then click to select a spot circle you can 
adjust the destination and/or source point circles. In either case, 
you can click to select an applied clone circle and use the ‘Type’ 
menu to switch from one mode to the other. With both the Clone 



Figure 3.67 This screen shot shows the retouch tool in action, with explanations of how 
to apply and modify the retouch spot circles. 
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and Heal modes you have the option to adjust the radius of the spot 
removal tool as well as the opacity. You can use the OO keys to 
tweak the radius, but it is usually simpler to follow the instructions 
in Figure 3.67 and drag with the cursor instead. The Opacity slider 
allows you to lower the opacity setting should you wish. You can 
also click on the ‘Show Overlay’ box or use the o key to toggle 
showing and hiding the circles so that you can view the retouched 
image without seeing the retouch circles. 

Synchronized spotting with Camera Raw 

You can synchronize the spot removal tool across multiple photos. 
Make a selection of images in Bridge and open them up via 
Camera Raw (as shown in Figure 3.68). Now click on the Select 
All button. This selects all the photos and if you now use the 
spot removal tool, you can retouch the most selected photo (the 
one shown in the main preview), and the spotting work will be 
automatically updated to all the other selected images. 


Keeping the sensor clean 

Dust marks are the bane of digital 
photography and ideally you want to do 
as much as you can to avoid dust or dirt 
getting onto the camera sensor. I have 
experimented with various products 
and find that the Sensor Swabs used 
with the Eclipse cleaning solution from 
Photographic Solutions Inc (www. 
photosol.com) are reliable products. I use 
these from time to time to keep the sensors 
in my cameras free from marks. 



Figure 3-68 Here is an example of the Camera Raw dialog being used to carry out 
synchronized spotting. 
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Hiding the red eye rectangles 

As with the spot removal tool, you can 
click on the ‘Show Overlay’ box to toggle 
showing and hiding the rectangle overlays 
(oruse theQkey). 


Red eye removal 

The remove red eye tool is useful for correcting photos that have 
been taken of people where the direct camera flash has caused the 
pupils to appear bright red. To apply a red eye correction, select 
the red eye removal tool and drag the cursor over the eyes that 
need to be adjusted. In the Figure 3.69 example I dragged with 
the mouse to roughly select one of the eyes. As I did this, Camera 
Raw was able to detect the area that needed to be corrected and 
automatically adjusted the marquee size to fit. The Pupil Size and 
Darken sliders can then be used to fine-tune the Pupil Size area 
that you want to correct as well as the amount you want to darken 
the pupil by. You can also revise the red eye removal settings by 
clicking on a rectangle to reactivate it, or use the rareia key to 
remove individual red eye corrections. If you don’t like the results 
you are getting, you can always click on the ‘Clear AIP button to 
delete the red eye retouching and start over again. 



Figure 3.69 Here is an example of the remove red eye tool in action. 
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Localized adjustments 

The adjustment brush and graduated filter tools can be used to apply 
localized edits in Camera Raw. As with the spot removal and red 
eye removal tools, you can revise these edits as often as you like. 
But these are more than just dodge and burn tools - there are a total 
of 12 effects to choose from, as well as an Auto Mask option. 


Adjustment brush 

When you select the adjustment brush tool (0) the tool options 
shown in Figure 3.70 will appear in the panei section on the 
right with the ‘New’ button selected (you can also use the 0 
key to toggle between the Adjustment Brush panei and the main 
Camera Raw panei Controls). Below this are the sliders you use to 
configure the adjustment brush settings before you apply a new set 
of brush strokes. 
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Figure 3.70 The Adjustment brush options. 
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Hiding and showing brush edits 

You can use the Preview button in the 
Camera Raw dialog to toggle showing and 
hiding all Adjustment brush edits. 



Figure 3.71 The outer edge of the 
adjustment brush cursor represents the 
overall size of the brush, whilethe inner circle 
represents the softness (feathering) of the 
brush relative to the overall brush size. 


Initial Adjustment brush options 

To apply a brush adjustment, click on the New brush button at 
the top of the panei and then select the effect options you wish 
to apply by using either the plus or minus buttons or the sliders. 

For example, clicking on the Exposure plus button increases the 
exposure setting to +0.50 and clicking on the negative button 
sets it to —0.50 (these are your basic dodge and burn settings). 

The effect buttons therefore make it fairly easy for you to quickly 
create the kind of effect you are after. Remember, you can only 
select one effect setting at a time using the buttons, but if you use 
the slider Controls you can fine-tune the adjustment brush effect 
settings and combine multiple effects in a single setting. 

Brush settings 

Below this are the brush settings. The Size slider adjusts the brush 
radius, plus you can use the OO keys to make the brush smaller 
or larger. It is also possible to resize a brush on screen. If you 
hold down the key (Mac) or use a right-mouse click (Mac and 
PC), you can drag to resize the cursor before you start using it to 
retouch the image. The Feather slider adjusts the softness of the 
brush and you can also use the keys to make the brush 

edge softer and HO to make the brush harder. Note that these 
settings are reflected in the cursor shape shown in Figure 3.71. 

The Flow slider is a bit like an airbrush control. If you select a 
low Flow setting, you can apply a series of brush strokes that 
successively build to create a stronger effect. As you brush back 
and forth with the brush, you will notice how the paint effect gains 
opacity, and if you are using a pressure-sensitive tablet such as a 
Wacom™, the Flow of the brush strokes is automatically linked to 
the pen pressure that you apply. The Density slider determines the 
maximum opacity for the brush. This means that if you have the 
brush set to 100% Density, the flow of the brush strokes can build 
to a maximum density of 100%. If on the other hand you reduce 
the Density, this limits the maximum brush opacity to a lower 
opacity value. For example, if you lower the Density and paint over 
an area that was previously painted at a Density of 100%, you can 
paint with the adjustment brush to reduce the opacity in these areas 
and if you reduce the Density to 0%, the adjustment brush acts like 
an eraser tool. 
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Adding a new brush effect 

We are now ready to start painting. When you click on the image 
preview, a pin marker is added and the Adjustment Brush panei 
shows that it is now in ‘Add’ mode (Figure 3.72). As you start 
adding successive brush strokes, these are collectively associated 
with this marker and will continue to be so, until you click on 
the ‘New’ button and click to create a new pin marker with a new 
set of brush strokes. The pin markers therefore provide a tag for 
identifying groups of brush strokes. You just click on a pin marker 
whenever you want to add or remove brush strokes, or need to 
re-edit the brush settings that were applied previously. If you want 
to hide the markers you can do so by clicking on the Show Pins 
box to toggle showing/hiding the pins, or use the w key shortcut. 


Localized adjustment strength 

Local ized adjustments have the same 
full strength as the global adjustments. 
But note that all the effects have linear 
incremental behavior except for the Temp, 
Tint, Highlights, Shadows and Clarity 
adjustments. These have non-linear 
incremental behavior, which means 
that they only increase in strength by 
75% relative to the previous localized 
adjustment each time you add a new pin 
group. 



Figure 3-72 In this example I added several pin markers, which represent different 
groups of brush strokes. The one at the top was used to darken the sky and the one that is 
currently active was used to lighten the park sign with a positive Exposure value. 
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Undoing and erasing brush strokes 

As you work with the adjustment brush, 
you can undo a brush stroke or series of 
strokes using the undo command íü !IH 

ssa 


Previewing the mask more clearly 

Sometimes it is useful to initially adjust 
the settings to apply a stronger effect 
than is desired. This lets you judge the 
effectiveness of your masking more clearly. 
You can then reduce the effect settings to 
reach the desired strength for the brush 
strokes. 

Resetting the sliders 

Double-clicking a slider arrow pointer 
resets it to zero, or to its default value. 


Editing brush adjustments 

To edit a series of brush strokes, just click on an existing pin 
marker to select it (a black dot appears in the center of the pin). 
This takes you into the ‘Add’ mode, where you can add more 
brush strokes or edit the current brush settings. For example, in 
Step 2 (opposite), I might have wanted to drag the Exposure slider 
to darken the selected brush group more. You might also want to 
erase portions of a brush group, which you can do by clicking 
on the Erase button at the top of the Adjustment Brush panei, 
where you can independently edit the brush settings for the eraser 
mode (except for the Density slider which is locked at zero). 
Alternatively, you can hold down the KJ WL key to temporarily 
access the adjustment brush in eraser mode. When you are done 
editing, click on the New button to return to the New adjustment 
mode, where you can now click on the image to add a new pin 
marker and a new set of brush strokes. 

Previewing the brush stroke areas 

If you click on the ‘Show Mask’ option, you TI see a temporary 
overlay view of the painted regions (Figure 3.73). The color overlay 
represents the areas that have been painted and can also be seen as 
you roll the cursor over a pin marker. 
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Figure 3.73 In this screen view, the ‘Show Mask’ option is checked and you can see 
an overlay mask for the selected brush group. Click on the swatch nextto it if you wish to 
choose a different color for the overlay display. 
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1 Here is a photograph where I had adjusted the Basic panei settings to optimize the image. 



2 1 then added a new brush group to lighten the shadows. 
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Figure 3,74 Quite often, you only need to 
click on an area of a picture with the color you 
wish to target and drag the adjustment brush 
in auto mask mode to guickly adjust areas of 
the picture that share the same tone and color. 


Auto masking 

At the bottom of the Adjustment Brush panei is the Auto Mask 
option and when this is switched on it cleverly masks the image at 
the same time as you paint. It does this by analyzing the colors in 
the image where you first click and then proceeds to apply the effect 
only to those areas with the same matching tone and color (Figure 
3.74). It does this on a contiguous selection basis. For example, in 
the steps shown here, I dragged with the adjustment brush in auto 
mask mode on the egg in the middle to desaturate the color. While 
the Auto Mask can do a great job at auto selecting the areas you 
want to paint, at extremes it can lead to ugly ‘dissolved pixel’ edges. 
This doesn’t happen with every photo, but it’s something to be 
aware of. The other thing to watch out for is a slow-down in brush 
performance. As you add extra brush stroke groups, the Camera 
Raw processing takes a knock anyway, but it gets even worse when 
you apply a lot of auto mask brushing. It is therefore a good idea to 
restrict the number of adjustment groups to a minimum. 



1 Thisshowsastill life subject with just the Basic panei corrections applied. 
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2 1 selected the adjustment brush and used the setting shown here (with the Auto Mask 
option checked) to apply the desired adjustment to the turquoise egg only. 
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3 1 also added a further pin just below the turquoise egg. I used this pin group to retouch 
the color spill that affected the white eggs adjacent to the main egg. 
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Darkening the shadows 

With Process 2012 we now have a lot more tools at our disposal 
when making localized adjustments. I wanted to focus here though 
on the Shadows slider. In many ways the Shadows adjustment is 
a bit like the Fill Light control that is available in Process 2010. 

As you raise the Shadows amount you can selectively lighten the 
shadow to midtone areas. Conversely, you can apply a negative 
amount in order to darken the shadows more. I see this as being 
particularly useful in situations like the one shown here, where you 
can use this type of regional adjustment to make a dark backdrop 
darker and clip to black. 

Also, with the Highlights slider you can use negative amounts 
to apply localized adjustments to selectively darken the highlight 
areas and you can also use positive amounts to deliberately force 
highlight areas to clip to white. Therefore, you can use a positive 
Highlights adjustments to deliberately blow out some of the 
highlights in an image. 







1 For this portrait I photographed my subject against a dark backdrop, which I wished to 
have appear black in the final image. As you can see, after carrying out preliminary Basic 
panei adjustments, there was still some detail showing in the backdrop. 
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2 To address this, I selected the adjustment brush and used the setting shown here to 
selectively darken the backdrop area (especially on the left side). You’11 notice that I mostly 
used a negative Shadows adjustment to darken the darkest areas only. 
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3 Here is the final version, in which I converted the photo to black and white and added a 
splittone effect. 
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Adjustment brush speed 

The fact that you can apply non-destructive 
localized adjustments to a raw image 
is a clever innovation, but this type of 
editing can never be as fast as editing a 
pixel image in Photoshop. This example 
demonstrates how it is possible to get 
quite Creative with the adjustment brush 
tool. In reality though it can be extremely 
slow to carry out such complex retouching 
with the adjustment brush, even on a fast 
Computer. 


Hand-coloring in Color mode 

The adjustment brush tool can also be used to tint black and 
white images and this is a technique that works well with any 
raw, JPEG or TIFF image that is in color. This is because the 
auto mask feature can be used to help guide the adjustment brush 
to colorize regional areas that share the same tone and color. In 
other words, if the underlying image is in color, the auto mask has 
more information to work with. To convert the image to black and 
white, you can do what I did here and take the Saturation slider in 
the Basic panei all the way to the left. Alternatively, you can go 
to the HSF panei and set all the Saturation sliders to —100. The 
advantage of doing this is that you then have the option of using 
the HSF panei Fuminance sliders to vary the black and white mix 
(see Chapter 6). After desaturating the image you simply select the 
adjustment brush and click on the color swatch to open the Color 
Picker dialog and choose a color to paint with. 
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1 The first step was to go to the Basic panei and desaturate the colors in the image by 
dragging the Saturation slider all the way to the left. 
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2 Once I had done this I selected the adjustment brush and edited the brush settings. In 
this instance I clicked on the color swatch to choose an orange color and with Auto Mask 
selected, started coloring the building. 
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3 1 then added several more brush groupsto color the photo. In this example, you can see I 
have the pin marker on the front path selected, where I adjusted the brush settings to apply 
agreen color to the bushes. 
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Toggle the main panei Controls 

You can use the @ key to toggle between 
the Graduated Filter panei and the main 
Camera Raw panei contrais. 

Resetting the sliders 

As with the Adjustment brush options, 
double-clicking a slider arrow pointer 
resets it to zero, or to its default value. 

Angled gradients 

As you drag with the graduated filter you 
can do so at any angle you like and edit 
the angle afterwards. Just hoverthe cursor 
overthe red or green line and click and 
drag. If you hold down the betí/i key you 
can constrain the angle of rotation to 45° 
increments. 


Graduated filter tool 

Everything that has been described so far with regards to working 
with the adjustment brush more or less applies to working with 
the graduated filter (Figure 3.75), which allows you to add linear 
graduated adjustments. To use the graduated filter tool, click in 
the photo to set the start point (the point with the maximum effect 
strength), drag the mouse to define the spread of the graduated 
filter, and release to set the minimum effect strength point. There 
is no midtone control with which you can offset a graduated filter 
effect and there are no graduated filter options other than ‘linear’. 

Graduated filter effects are indicated by green and red pin 
markers. The green dashed line represents the point of maximum 
effect strength and the red dashed line represents the point of 
minimum effect strength. The dashed line between the two points 
indicates the spread of the filter and you can change the width by 
dragging the outer pins further apart and move the position of the 
gradient by clicking and dragging the central line. 



Decrease Color Temperature 
Decrease Tint 


Decrease Exposure 
Decrease Contrast 
Decrease Highlights 
Decrease Shadows 
Decrease Clarity 
Decrease Saturation 


Decrease Sharpness 
Decrease Noise Reduction 
Decrease Moire Reduction 


Select cooler color preset 


Toggle show/hide overlay 


Figure 3.75 The graduated filter tool options. 
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Exposure 

[12 Default 

+0.40 

Contrast 


0 

Highlights 


0 

Shadows 


0 

Whites 


0 

Black s 


0 


Clarity 


m fc m a m ^ □ 

Basic 

Whiie Balance ' Cus tom 


Temperature 


6200 


Tint 


1 1n this screen shotyou see an image where all I had done initially was to optimize the 
Exposure and Contrast. 



Auto Default 

Exposure +0.40 


Highllghts 

—O— 


Basic 

White Balance: , Custom _^ 

Temperature 6200 


2 With the Process 2012 contrais there is a lot that you can do to a photo like this just by 
adjusting the Highlights and Shadows sliders to reveal more detail in the sky and the rock 
in the foreground. 
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3 I then added a couple of graduated filter effects. With the main one you see here I 
decreased the Exposure and Highlights and added a little more Contrastto the sky. 



4 Here is the final Camera Raw processed version. 
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Color temperature adjustments 



Exposure 

Auto Dcfault 
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Contrast 


♦ 5 

Hlghlights 


-43 

Shadows 


♦ 15 


Clarity 0 


Vibrance 


♦ 15 

Saturation 


"Õ 


Basic 


Whíte Balance Custom 
Temperature 


1 This photograph was taken just after sunrise with a nice warm light hitting theside of the 
castle. 







2 Here, I wanted to add more color contrast to the sky and bring our more detail in the 
clouds. I selected the graduated filter tool and applied the settings shown here to the sky. 
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3 I also added a further graduated filterto the bottom of the image. Here, I wanted to 
darken the bottom and add more contrast. 



4 This shows the final version where I also boosted the Vibrance slightly. 
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Camera Raw settings menu 

If you mouse down on the Camera Raw menu (circled in 
Figure 3.76) this reveals a number of Camera Raw settings options. 
‘Image Settings’ is whatever the Camera Raw settings are for the 
current image you are viewing. This might be a default setting 
or it might be a custom setting you created when you last edited 
the image in Camera Raw. ‘Camera Raw Defaults’ resets the 
default settings in all the paneis and applies whatever the white 
balance setting was at the time the picture was captured. ‘Previous 
Conversion’ applies the Camera Raw settings that were applied to 
the previously saved image. 

If you proceed to make any custom changes while the Camera 
Raw dialog is open, you TI also see a ‘Custom Settings’ option. 
Whichever setting is currently in use will be shown with a check 
mark next to it and below that is the ‘Apply Preset’ submenu that 
let’s you quickly access any pre-saved presets (which you can also 
do via the Presets panei that is discussed on page 253 onwards). 
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Figure 3-76 The Camera Raw menu options can be accessed via any of the main paneis 
by clicking on the small menu icon thafs circled here. 
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The Camera Raw database 

The Camera Raw preferences gives you 
the option to save the XMP metadata 
to the Camera Raw database or to the XMP 
sidecar files (orthe XMP space in the 
file header). If you choose to save to the 
Camera Raw database, all the Camera Raw 
adjustments you make will be saved to this 
central location only. An advantage of this 
approach is that it makes it easier to back 
up the image settings. All you have to do is 
ensure that the database file is backed up, 
ratherthan the entire image collection. 

On a Mac, the Adobe Camera Raw 
Database file is stored in: username/Library/ 
Preferences. On Windows it is stored 
in: Username\AppData\Roaming\Adobe\ 
CameraRaw. However, if you are working 
with Bridge and Lightroom, Lightroom will 
not be able to pick up any changes made to 
an image using Camera Raw via Photoshop 
or Bridge. You then have two options. You 
either have to remember to select the photos 
first in Camera Raw and choose ‘Export 
Settings to XMP’, or forget about saving 
image settings to the Camera Raw database 
and ensure that the ‘Save image settings to 
XMP sidecar files’ option is selected in the 
Camera Raw preferences. 



Figure 3.77 When ‘Update DNG Previews’ 
is selected you can force update the JPEG 
previews in a DNG file, choosing either a 
Médium Size or Full Size preview. You can 
also chose to ‘Embed Fast Load Data’. 


Export settings to XMP 

If you refer to the Camera Raw preferences shown in Figure 3.21 
on page 164, there is an option to save the image settings either as 
sidecar “.xmp” files, or save them to the ‘Camera Raw database’. 

If the ‘sidecar “.xmp” files’ option is selected, the image settings 
information is automatically written to the XMP space in the 
file header. This is what happens for most file formats, including 
DNG. In the case of proprietary raw files such as CR2s or NEFs, 
it would be unsafe for Camera Raw to edit the header information 
of an incompletely documented file format. To get around this 
the settings information is stored using XMP sidecar files, which 
share the same base file name and accompany the image whenever 
you use Bridge or Lightroom to move a raw file from one location 
to another. Storing the image settings in the XMP space is a 
convenient way of keeping the image settings data stored locally 
to the individual files instead of it being stored only in the central 
Camera Raw database. If ‘Save image settings in Camera Raw 
database’ is selected in the Camera Raw preferences you can 
always use the ‘Export Settings to XMP’ option from the Camera 
Raw options menu (Figure 3.76) to manually export the XMP data 
to the selected images. For example, if you are editing a filmstrip 
selection of images and want to save out the XMP data for some 
images, but not all, you could use the ‘Export Settings to XMP’ 
menu command to do this (see also the sidebar). 

Update DNG previews 

DNG files can store a JPEG preview of how the processed image 
should look based on the last saved Camera Raw settings. If you 
refer again to the Camera Raw preferences (Figure 3.21), there 
is an option to ‘Update embedded JPEG previews’. When this is 
checked, the DNG JPEG previews are automatically updated, but 
if this option is disabled in the Camera Raw preferences you can 
manually update the JPEG previews by selecting ‘Update DNG 
Previews...’ from the Camera Raw options menu (Figure 3.76). 
This opens the Update DNG Previews dialog shown in Figure 3.77. 

Load Settings... Save Settings... 

These Camera Raw menu options allow you to load and save pre- 
created XMP settings. Overall, I find it preferable to click on the 
New Preset button in the Preset panei (discussed opposite) when 
you wish to save a new Camera Raw preset. 
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Camera Raw defaults 

The ‘Save New Camera Raw Defaults’ Camera Raw menu option 
creates a new default setting based on the current selected image. 
Note that these defaults are also affected by the ‘Default Image 
Settings’ that have been selected in the Camera Raw preferences 
(see “Camera-specific default settings” on page 189). 

Presets panei 

The Presets panei is used to manage saved custom Camera Raw 
preset settings. 

Saving and applying presets 

To save a preset, you can go to the Camera Raw íly-out menu and 
choose Save Settings... Or, you can click on the Add Preset button 
in the Presets panei (circled in Figure 3.78) to create a new Camera 
Raw preset. A preset can be one that is defined by selecting all the 


New Camera Raw defaults 

The Save New Camera Raw Defaults 
option will make the current Camera Raw 
settings sticky every time from now on 
when Camera Raw encounters a new file. 
This includes images processed by Bridge. 
So for example, if you were working in the 
studio and had achieved a perfect Camera 
Raw setting for the day’s shoot, you could 
make this the new Camera Raw default 
setting. All subsequent imported images 
will use this setting by default. At the end 
of the day you can always select ‘Reset 
Camera Raw defaults’ from the Camera 
Raw options menu to restore the default 
Camera Raw camera default settings. 


Cj™íjRjw?.D . Onon *V)0 



Figure 3-78 When the Presets panei is selected, you can click on the button atthe 
bottom (circled) to add Camera Raw settings as a new preset. In this example I saved a 
High ISO preset using the New Preset settings shown in Figure 3.79. You can also use the 
Load Settings... and Save Settings... menu options to load and save new presets. 
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Camera Raw preset wisdom 

Before you save a Camera Raw preset, it 
is important to think carefully about which 
items you need to include in a preset. 
When saving presets it is best to save just 
the bare minimum number of options. In 
otherwords, if you are saving a grayscale 
conversion preset, you should save the 
Grayscale Conversion option only. If you 
are saving a camera body and ISO-specific 
camera default, you might want to save 
just the Camera Calibration and Enable 
lens profile correction settings. The 
problem with saving too many attributes 
is that although the global settings may 
have worked well for one image, there is 
no knowing if they will work as effectively 
on other images. It is therefore a good 
idea to break your saved presets down into 
smaller chunks. 


Camera Raw settings, or it can be one that is made up of a subset 
of settings (as shown in Figure 3.79). Either way, a saved preset 
will next appear listed in the Presets panei as well as in the Apply 
Preset menu (Figure 3.76). Just click on a setting to apply it to an 
image. To remove a preset setting, go to the Presets panei, select 
it and click the Delete button at the bottom, next to the Add new 
preset button (see Figure 3.78). 



Figure 3-79 The New Preset dialog can be accessed by clicking on the New Preset 
button (circled in Figure 3.78). You can choose to save All Settings to record all the current 
Camera Raw settings as a preset. You can select a sub setting selection such as: Basic, 
or HSL Adjustments, oryou can manually checkthe items that you want to include inthe 
subset selection that will make up a saved Camera Raw preset. 
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Copying and synchronizing settings 

If you have a multiple selection of photos in the Camera Raw 
dialog you can apply synchronized Camera Raw adjustments to all 
the selected images at once. For example, you can 13 ^0-click 
or EHBfl-click to make an image selection via the Filmstrip, or 
click on the Select All button to select all images. Once you have 
done this any adjustments you make to the most selected photo are 
simultaneously updated to all the other photos too. Alternatively, 
if you make adjustments to a single image, then include other 
images in the Filmstrip selection and click on the Synchronize... 
button, this pops the Synchronize dialog shown in Figure 3.80. 
Here you can select the specific settings you wish to synchronize 
and click OK. The Camera Raw settings will now synchronize 
to the currently selected image. You can also copy and paste the 
Camera Raw settings via Bridge. Select an image and choose Edit 
O Develop Settings o Copy Camera Raw Settings (ÜIPB 

Then select the image or images you wish to paste the 
settings to and choose Edit o Develop Settings o Paste Camera 
Raw Settings tSOàÊB IQ ). 
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Figure 3-80 When the Synchronize options 
dialog box appears you can select a preset 
range of settings to synchronize with or make 
your own custom selection of settings to 
synchronize the currently selected images. 



Figure 3.81 In this example, I made a selection of images via the Filmstrip and clicked 
the Synchronize... button, which opened the dialog shown in Figure 3.80. 
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Figure 3.82 lf there is a process version 
conflict when selecting multiple files, there will 
be the option to convert all the selected files to 
the process version thafs applied to the most 
selected image. 

Copying and pasting settings 

Wheneveryou copy Camera Raw settings, 
Camera Raw utilizes the Basic panei 
settings associated with the process 
version of the selected image, and 
automatically includes the process version 
of the image in the copy settings. You can 
override this by disabling the Process 
Version box. But as you will gather from 
whafs written here, it is inadvisable not 
to include the process version when 
synchronizing or copying settings. 


Synchronizing different process versions 

The Synchronize command will work as described, providing the 
photos you are synchronizing all share the same process version. If 
you have a mixture of process version images selected, the Basic 
panei will appear as shown in Figure 3.82, highlighting the fact that 
the selected images have differing, incompatible process versions. 
What happens next when you synchronize depends on whether 
you have the Process Versions box checked or not. If checked, it 
synchronizes the selected photos converting them to the process 
version of the most selected photo and updates them accordingly. 

If unchecked, it synchronizes just those settings that are common 
to the process versions that are applied to the selected images 
and ignores all the others (see Figure 3.83). Be aware that such 
synchronizations can produce unexpected-looking results. In any 
case, converting Process 2012 images to Process 2010 with the 
Process Version box checked can also produce unpredictable results. 

Legacy presets 

If the Process Version box is checked when saving a preset (see 
Figure 3.79), the process version is included when applying the 
preset to other images. If the photos you apply this preset to share 
the same process version, no conversion takes place, but if they 
don’t share the same process version they’11 have to be converted. 

If the Process Version box isn’t checked when you create a preset, 
things again become more unpredictable. In this situation no process 
version is referenced when applying the preset. Therefore, if you 
apply a Process 2010 preset (without including the process version) 
to a Process 2012 image, settings such as Recovery or Fill Light 
won’t be translated. Similarly, if you apply a Process 2012 preset 
(without including the process version) to a Process 2010 photo, 
settings like Highlights and Shadows won’t be recognized either. 

Older presets that don’t contain Basic or Tone Curve panei 
adjustments (other than White Balance, Vibrance and Saturation) 
will still work OK when applied to Process 2012 images. Where 
legacy presets do contain Basic or Tone Curve panei settings, 
they TI only continue to work effectively on images that share the 
same process version. Therefore, when creating new presets it is 
important to check the Process Version box. When you do this, if the 
image you apply the preset to has the same process version, nothing 
happens - the preset is applied as normal. If it has a different process 
version a conversion is carried out. 
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Synchronize Process 2010 to Process 2012 master 
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Synchronize Process 2012 to Process 2010 master 
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Figure 3-83 lf there is a process version mismatch when synchronizing settings, the 
Process Version box determines whatwill happen. If checked, those photos with differing 
process versions will be updated to match the process version of the most selected 
image. If you attemptto synchronize Process 2010 images to a Process 2012 master, 
the adjustments that are new in Process 2012: Exposure, Contrast, Highlights, Shadows, 
Blacks, Whites, Clarity and Tone Curve will be applied by default, which is why the boxes 
next to the above settings are all checked and dimmed (meaning you can’t edit them). 
Similarly, if you attemptto synchronize Process 2012 images to a Process 2010 master, 
the Exposure, Recovery, Fill Light, Blacks, Brightness, Contrast, Clarity and Tone Curve 
adjustments will be checked by default. Ifyou deselectthe Process Version box the above 
process version-specific settings will be disabled completely. When this is done only those 
settings that can be synchronized (without applying a process version conversion) will be 
synchronized, which in turn can lead to unpredictable results. 
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Lightroom snapshots 

Snapshots can also be created in 
Lightroom and as long as you save 
and update the metadata to the file 
(in Lightroom), these can be read in 
Camera Raw. Similarly, snapshots 
applied in Camera Raw can also be read 
in Lightroom. The only limiting factor 
is whether the Develop settings are 
compatible between your current version 
of Camera Raw and Lightroom. 


Working with Snapshots 

As you work in Camera Raw you can save favorite Camera Raw 
settings as snapshots via the Snapshots panei. The ability to save 
snapshots means that you are not limited to applying only one type 
of Camera Raw rendering to an image. By using snapshots you can 
easily store multiple renderings within the image file’s metadata 
and with minimal overhead, since the Camera Raw snapshots you 
save will only occupy a small amount of file space. I find snapshots 
are extremely useful and I use them a lot whenever I wish to 
experiment with different types of processed looks on individual 
images, or save in-between States. 



Ui 


SnjpihOU 



1 The Snapshots panei can be used to store multiple versions of Camera Raw settings. 
When you visit this panei you may sometimes see a snapshot called ‘Import’, which will be 
the setting that was first applied to the photo at the time it was imported. What you can do 
here is make adjustments to the photo using the Camera Raw contrais and use this panei 
to create new saved snapshots. To begin with I clicked on the Add New Snapshot button 
(circled) to save this setting as a snapshot called ‘Default settings’. 
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Snapshots 
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2 1 then adjusted the Camera Raw settings to create an optimized adjustment and saved 
this as an ‘Optimized edit’ snapshot. 
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3 Finally, I created a black and white version and saved this too as a snapshot. 
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Raw compatibility and DNG adoption 

Fifteen years ago, Adam Woolfitt and 
myself conducted a test report on a range 
of professional and semi-professional 
digital cameras. Wherever possible, we 
shot using raw mode. I still have a CD 
that contains the master files and if I want 
to access those images today I am, in 
some cases, going to have to track down a 
Computer capable of running Mac OS 8.6, 
in orderto load the camera manufacturer 
software that will be required to read the 
data! If that is a problem now, what will 
the situation be like in another 15 years’ 
time? Overthe lastfew years DNG has 
been adopted by many of the mainstream 
software programs such as Phase One 
Media Pro 1, Capture One, Portfolio and 
Photo Mechanic. At this time of writing, 
there are Hasselblad, Leica, Pentax, Ricoh, 
Casio and Samsung cameras that support 
DNG as a raw capture format option. You 
might also like to visit the www.openraw. 
org site where you can join the Open Raw 
discussion group and read the results of 
their 2006 rawsurvey. 


DNG file format 

In the slipstream of every new technology there follows the 
inevitable chãos of lots of different new standards competing 
for supremacy. Nowhere is this more evident that in the world 
of digital imaging. In the last 15 years or so, we have seen many 
hundreds of digital cameras come and go along with other 
Computer technologies such as Syquest disks and SCSI cables, 
and in that time I have probably encountered well over a hundred 
different raw format specifications. It would not be so bad if each 
camera manufacturer were to adopt a raw format specification that 
could be applied to all the cameras they produced. Instead we’ve 
seen raw formats evolve and change with each new camera model 
that has been released and those changes have not always been for 
the better. 

The biggest problem is that with so many types of raw formats 
being developed, how reliable can any one raw format be for 
archiving your images? It is the proprietary nature of these formats 
that is the central issue here. At the moment, all the camera 
manufacturers appear to want to devise their own brand of raw 
format. As a result of this if you need to access the data from a 
raw file, you are forced to use their brand of software in order to 
do so. Now, while the camera manufacturers may have excelled in 
designing great hardware, the proprietary raw processing software 
they have supplied with those cameras has mostly been quite basic. 
Just because a company builds great digital cameras, it does not 
follow that they are going to be good at designing the software 
thafs needed to read and process the raw image data. 

The DNG solution 

Fortunately there are third-party companies who have devised 
ways to process some of these raw formats, which means that you 
are not always limited to using the software that comes with the 
camera. Adobe is the most obvious example here of a company 
who are able to offer a superior alternative, and at this time of 
writing, Camera Raw can recognize the raw formats from over 350 
different cameras. 

The DNG (digital negative) file format specification carne 
about partly as a way to make Adobe’s life easier for the future 
development of Camera Raw and make Adobe Photoshop 
compatible with as many cameras as possible. DNG is a well 
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thought out file format that is designed to accommodate the many 
different requirements of the proprietary raw data files in use 
today. DNG is also ílexible enough to adapt to future technologies 
and has recently been updated to work with cameras that store 
proprietary lens correction data in the raw file. Because DNG is an 
open standard, the specification is freely available for anyone to 
develop and to incorporate it into their software or camera system. 
It is therefore hoped that the camera manufacturers will continue 
to adopt the DNG file format and that DNG will at some point be 
offered at least as an alternative file format choice on the camera. 

DNG brings several advantages. Since it is a well-documented 
open-standard file format, there is less risk of your raw image files 
becoming obsolete. There is the potential for ongoing support for 
DNG despite whatever Computer program, Computer operating 
system or platform changes that may take place in the future. This 
is less likely to be the case with proprietary raw files. Can you 
imagine in, say, 25 years’ time there will be guaranteed support for 
the CR2 or NEF files shot with today’s cameras? 

DNG compatibility 

When raw files are converted to DNG the conversion process aims 
to take all the proprietary MakerNote information that is sitting 
alongside the raw image data in the raw original and place it into 
the DNG. Any externai DNG-compatible software should have no 
problem reading the raw data that is rewritten as a DNG. However, 
there are known instances where manufacturers have placed 
some of the MakerNote data in odd places, such as alongside 
the embedded JPEG preview. At one point this was discarded 
during the conversion process (but has now been addressed in 
Camera Raw 5.6 or later). Basically, the DNG format is designed 
to allow full compatibility, but is in turn dependent on proper 
implementation of the DNG spec by third-parties. 

Note that converting JPEGs to DNG won’t allow you to 
magically turn them into raw files, but with the advent of lossy 
DNG, there are better reasons to now consider doing so. Where 
a JPEG has been edited using Camera Raw or Lightroom, when 
you save using the DNG format a Camera Raw generated preview 
is saved with the file. The advantage of this is that Camera Raw/ 
Lightroom adjustments can now be seen when previewing such 
images in other (non-Camera Raw aware) programs. 


Should you keep the original raws? 

Itall depends if you feel comfortable 
discarding the originais and keeping just 
the DNGs. Some proprietary software such 
as Canon DPP is able to recognize and 
process dust spots from the sensor using 
a proprietary method that relies on reading 
private XMP metadata information. Since 
DPP is a program that does not support 
DNG, if you delete the original CR2 files 
you won’t be able to process the DNG 
versions in DPP. The only solution here is 
to either not convert to DNG or choose to 
embed the original raw file data when you 
convert to DNG. This means you retain the 
option to extract the CR2 raw originais any 
time you need to process them through the 
DPP software. The downside is that you 
end up with bloated DNG files that will be 
at least almost double in size. 
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Saving images as DNG 

To convert images to DNG, you can either do so at the time you 
import photos from the camera (see page 141), or when you 
click on the Save Image button in the Camera Raw dialog. This 
will open the dialog shown in Figure 3.84, where you can see the 
options available when saving an image using the DNG format. 

Lossy DNG 

In Camera Raw 7 it is now possible to save DNG files using lossy 
compression while preserving most of the raw DNG aspects of the 
image, such as the tone and color Controls. To do this you need 
to check the ‘Use Lossy Compression’ option. When this option 
is enabled you can also reduce the pixel dimensions of a raw 
image by selecting one of the resize options shown in Figure 3.84. 
If you limit the resulting DNG image size by the number of 
megapixels, the compression amount will be unaffected and the 
pixel dimensions of the final image will adapt to fit the number of 
megapixels. Whenever you resize a DNG in this way the image 
data has to be demosaiced, but is still kept in a linear RGB space. 
This means that while the demosaic processing becomes baked 
into the image, most of the other Develop Controls such as those 
for tone and color remain active and function in the same way 
as for a normal raw/DNG image. Things like Lens Correction 
adjustments for vignetting and geometric distortion will be scaled 
down to the DNG output size. The same is true for sharpening, 
where the slider adjustments for things like Radius are scaled down 
to the new downsampled size. 

You do want to be careful about where and when you use lossy 
compression for DNG. On the one hand, ‘baking’ the demosaic 
processing is a one-way Street. Once done, you TI never be able 
to demosaic the raw data differently. Will Adobe (or someone 
else) one day come up with an even better way to demosaic a 
raw image? They might do, but it’s unlikely to make that big a 
difference. Overall, I would say if you don’t need to compress your 
DNG files, then don’t - aim to preserve your raw files in as flexible 
a State as possible. On the other hand, I do foresee some uses. A 
lot of photographers are into time-lapse video created using digital 
SLR cameras. Here I reckon it would be a good idea to archive 
the raw stills for such projects as lossy DNGs. Another benefit of 
lossy DNG is that I am now able to provide more images from this 
chapter as downsized DNGs for readers to experiment with. 
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Save Options 



Figure 3-84 The Camera Raw Save Options dialog, showing the Lossy Compression 
DNG options, including the pixel size menu choices. 
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Maintaining ACR compatibility 

lf you refer back to page 136, you can 
read how it is possible to use the DNG 
Converter program to convert new camera 
files to DNG and thereby maintain Camera 
Raw support with older versions of 
Photoshop and Camera Raw. 



DNG Converter 

Adobe have made the DNG Converter program (Figure 3.85) 
available as a free download from their website: www.adobe.co.uk/ 
products/dng/main.html. The DNG Converter is able to convert 
raw files from any camera that is currently supported by Camera 
Raw. The advantage of doing this is that you can make backups 
of your raw files in a file format that allows you to preserve all the 
data in your raw captures and archive them in a format that has a 
greater likelihood of being supported in the future. I personally feel 
quite comfortable converting my raw files to DNG and deleting the 
original raw files. I don’t see the need to embed the original raw 
file data in the DNG file since this will unnecessarily increase the 
file size. However, if you do feel it is essential to preserve complete 
compatibility, embedding the original raw file data will allow you 
to extract the original native raw file from the DNG at some later 
date. The advantage of this is it provides complete compatibility 
with the camera manufactureis software. The downside is that you 
may more than double the size of your DNG files. 



Figure 3.85 The DNG Converter program. 
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Sharpening and 
noise reduction 

T his chapter is all about how to pre-sharpen your 

photographs in Photoshop and reduce image noise. Here, 

I will be discussing which types of images need pre- 
sharpening, which don’t and what are the best methods 
to use for camera captured or scanned image files. 

In previous editions of this book I found it necessary to go into 
a lot of detail about how to use the Unsharp Mask filter and the 
Photoshop refinement techniques that could be used to improve 
the effectiveness of this filter. Now that the sharpening and noise 
reduction Controls in Camera Raw have been much improved, I 
strongly believe that it is best to carry out the capture sharpening 
and noise reduction for both raw and scanned TIFF images in 
Camera Raw first, before you take them into Photoshop. Therefore, 
the first part of this chapter is devoted entirely to Camera Raw 
sharpening and noise reduction. 
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Real World Image sharpening 

lf you want to learn more about image 
sharpening in Camera Raw, Lightroom 
and Photoshop then I can recommend: 
Reai World Image Sharpening with Adobe 
Photoshop; Camera Raw, and Lightroom 
(2nd Edition) which is available from 
Peachpit Press. ISBN: 0321637550. The 
first edition was authored by Bruce Fraser. 
This new version is an update of Bruce’s 
original book, now co-authored by Jeff 
Schewe. 

Print sharpening 

I should also mention here that this 
chapter focuses solely on the capture and 
Creative sharpening techniques for raw 
and non-raw images. I placed this chapter 
near the beginning of the book quite 
deliberately, since capture sharpening 
should ideally be done first (at the Camera 
Raw stage) before going on to retouch an 
image. The output sharpening, such as 
the print sharpening, should be done last. 
For more about print output sharpening, 
please refer to Chapter 12. 


When to sharpen 

All digital images will require sharpening at one or more stages 
in the digital capture and image editing process. Even if you use 
the finest resolution camera and lens, it is inevitable that some 
image sharpness gets lost along the way from capture through to 
print. At the capture end, image sharpness can be lost due to the 
quality of the optics and the image resolving ability of the camera 
sensor, which in turn can also be affected by the anti-aliasing filter 
that covers the sensor (and blurs the camera focused image very 
slightly). With scanned images you have a similar problem: the 
resolving power of the scanner sensor and the scanner lens optics 
can lead to scans that are slightly lacking in sharpness. These main 
factors can all lead to capture images that are less sharp than they 
should be. 

When we come to make a print, all print processes will cause 
some sharpness to be lost, so it is always necessary to add some 
extra sharpening at the end, just before sending the photograph to 
the printer. Also, between the capture and print stages you may find 
that some photographs can do with a little localized sharpening 
to make certain areas of the picture appear that extra bit sharper. 
This briefly summarizes what we call a multi-pass sharpening 
workflow: capture sharpening followed by an optional Creative 
sharpen, followed by a final sharpening for print. 

Why one-step sharpening is ineffective 

It may seem like a neat idea to use a single step sharpening that 
takes care of the capture sharpening and print sharpening in one 
go, but it’s just not possible to arrive at a formula that can work 
for all source images and all output devices. There are too many 
variables that have to be taken into account and it actually makes 
things a lot simpler to split the sharpening into two stages. A 
capture image sharpening should be applied at the beginning and 
an appropriate amount of output sharpening should be applied at 
the end, dependent on the type of print you are making and the size 
of the print output. 

Capture sharpening 

The majority of this chapter focuses on the capture sharpening 
stage, which is also referred to as pre-sharpening. It is criticai that 
you get this part right because capture sharpening is one of the first 
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things you do to an image before you start any retouching work. 
The question then is, which images need sharpening and of those 
that do need sharpening, how much sharpening should you apply? 

Lefs deal with JPEG capture images first. If you shoot using 
the JPEG mode, your camera will already have sharpened and 
attempted to reduce the noise in the capture data, so no further pre- 
sharpening or noise reduction is necessary. Since JPEG captures 
will have already undergone such a transformation there is no 
way to undo what has already been fixed in the image. I suppose 
you could argue that since some cameras allow you to disable the 
sharpening in JPEG mode, you could do this separately in Camera 
Raw, but I think this runs counter to the very reason why some 
photographers prefer to shoot JPEG in the first place. They do so 
because they want their pictures to be fully processed and ready to 
proceed to the retouching stage. So, if you are exclusively shooting 
in JPEG mode, capture sharpening isiTt something you really need 
to worry about and you can skip the first section of this chapter. 

If you shoot in raw mode it won’t matter what sharpen settings 
you have set on your camera; these have no effect on the raw file, 
since it’s an unprocessed image. Any capture sharpening must 
be done either in the raw processing program or afterwards in 
Photoshop. Up until recently most experts (myself included) were 
suggesting that you disable the sharpening in Camera Raw and use 
Photoshop to apply the capture sharpening. Well, all that changed 
with the Camera Raw 4.1 update and it now makes sense to carry 
out the capture sharpening at the Camera Raw image processing 
stage before you open your images in Photoshop. 

Capture sharpening for scanned images 

Scanned images may have already been pre-sharpened by the 
scanning software and some scanners do this automatically without 
you even realizing it. If you prefer to take control of the capture 
sharpening yourself you should be able to do so by disabling the 
scanner sharpening and use whatever other method you prefer. 

For example, you could use a third-party plug-in like PhotoKit 
Sharpener™, or follow the Unsharp Mask filter techniques I 
describe in the Image Sharpening PDF on the website. So long as 
you export your scanned images using the TIFF or JPEG format, 
you can open these images via Camera Raw, and use the same raw 
image sharpening methods as original raw files that I describe here. 


PhotoKit™ Sharpener 

Bruce Fraser devised the Pixel Genius 
PhotoKit Sharpener plug-in, which can be 
used to apply capture, Creative and output 
sharpening via Photoshop. The work 
Bruce did on Photokit capture sharpening 
inspired the improvements made to the 
Sharpening Controls in Camera Raw. Itcan 
therefore be argued that if you use Camera 
Raw you won’t need to use Photokit 
Sharpener capture sharpening routines. 
Adobe also worked closely with Pixel 
Genius to bring the Photokit Sharpener 
output routines to the Lightroom Print 
module. If you are using Lightroom 2.0 or 
later, you will be able to take advantage of 
this. However, if you have Photoshop and 
Lightroom, Photokit Sharpener can still 
be useful for the Creative sharpening and 
halftone sharpening routines it provides. 
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How to use the Unsharp Mask filter 

The main book no longer covers the 
manual pre-sharpening techniques that 
use the Unsharp Mask filter. However, you 
will find a 20-page PDF document on the 
website that fully describes how to work 
with the Unsharp Mask filter sliders and 
outlines some of the advanced ways you 
can use the Unsharp Mask filter to achieve 
better capture sharpening results. 


So what about all those techniques that rely on Lab mode 
sharpening or luminosity fades? Well, if you analyze the way 
Camera Raw applies its sharpening, these Controls have almost 
completely replaced the need for the Unsharp Mask filter. In 
fact, I would say that the Unsharp Mask filter has for some time 
now been a fairly blunt instrument for sharpening images, plus I 
don’t think it is advisable to convert from RGB to Lab mode and 
back again if it’s unnecessary to do so. Compare the old ways of 
sharpening (including the techniques I described in my previous 
books) with the Camera Raw method and I think you’11 find that 
this is now the most effective, if not the only way to capture 
sharpen your photos. 

Process versions 

As I mentioned in Chapter 3, in order to distinguish between 
pre-Camera Raw 6 and post-Camera Raw 6 sharpening and noise 
reduction, Camera Raw saw the introduction of Process Versions. 
As a result of this, legacy photos processed via Camera Raw 5 
or earlier and photos processed via Lightroom 2 or earlier are 
classified as using Process 2003. All photos that have been edited 
subsequently in Camera Raw 6 or later can now be edited using 
Process 2010 or Process 2012. 

Improvements to Camera Raw sharpening 

Camera Raw 6 and 7, using the latest Process 2010 or 2012, offer 
better demosaic processing, sharpening and noise reduction. The 
combination of these three factors has led to better overall image 
Processing. Having said that, it should be noted that only those 
cameras that use the three-color Bayer demosaic method are 
affected by this change. The demosaic processing for other types 
of sensor patterns such as the four-color shot cameras and the Fuji 
SuperCCD have not been modified. However, improvements have 
been made in the demosaic processing for specific camera models. 
For example, an improved green balance algorithm addresses 
the problem of maze pattern artifacts which were seen with the 
Panasonic G1 and this may also improve the image resolution for 
some other camera models too. 

Let me try and explain what exactly has changed and how 
Camera Raw is now different. We can start by looking at the two 
image examples shown in Figure 4.1, where the top image shows 
a photograph edited using Process 2003 and the bottom one shows 
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Figure 4.1 This shows a comparison between a raw image processed in Process 2003 
(top) and Process 2010 (bottom). Shown here is a magnified 4:1 comparison view. 
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Ideal noise reduction 

The thing to understand here is that the 
ideal noise reduction in the demosaic 
process isn’t where every trace of noise 
gets removed from the image. OK, so you 
might think this would be a good thing 
to achieve, but you would in fact end up 
with a photograph where the image detail 
in close-up would look rather plastic 
and over-smooth in appearance. What 
the Camera Raw engineers determined 
was this: it is betterto concentrate on 
eradicating the noise we generally find 
obtrusive such as color and luminance 
pattern noise (which is usually a problem 
with high ISO capture), but preserve the 
residual luminance noise that is random in 
nature. The result of this precise filtering 
are images that are as free as possible of 
ugly artifacts, yet retain a fine-grain-like 
structure that photographers might be 
tempted to describe as being ‘film-like’. 


the same image processed via Camera Raw using Process 2010 
(the underlying demosaic processing is effectively the same in 
Process 2012). What you see here is a section of an image thafis 
been enlarged to 400% so that you can see the difference more 
clearly. The first thing to point out is that the new demosaic process 
is now more ‘noise resistanfi, which means it does a better job of 
removing the types of noise that we find unpleasant such as color 
artifacts and structured (or pattern) noise. At the same time, the 
aim has been to preserve some of the residual, non-pattern noise 
which we do find appealing. The underlying principie at work 
here is that colored blotches or regular patterns tend to be more 
noticeable and obtrusive, whereas irregular patterns such as fine, 
random noise are more pleasing to the eye. The new demosaic 
process does a better job of handling color artifacts and filters the 
luminance noise to remove any pattern noise, yet retains some of 
the fine, grain-like structure. The net result is that Camera Raw is 
able to do a better job of preserving fine detail and texture and this 
is particularly noticeable when analyzing higher ISO raw captures. 

The next component is the new revised sharpening. Sharpening 
is achieved by adding halos to the edges in an image. Generally 
speaking, halos add a light halo on one side of an edge and a dark 
halo on the other. To quote Camera Raw engineer Eric Chan (who 
worked on the new Camera Raw sharpening), ‘good sharpening 
consists of halos that everybody sees, but nobody notices.’ To this 
end, the halo edges in Camera Raw have been made more subtle 
and rebalanced such that the darker edges are a little less dark 
and the brighter edges are brighter. They are still there of course 
but you are less likely to actually ‘see’ them as visible halos in 
an image. You should only notice them in the way they create 
the illusion of sharpness. The Radius sharpening has also been 
improved. When you select a Sharpen Radius thafs within the 
0.5-1.0 range the halos are now made narrower. Previously the 
halos were still quite thick at these low radius settings and it should 
now be possible to sharpen fine-detailed subjects more effectively. 
You TI also read later about how the Detail panei Sharpen settings 
are linked to the Sharpen mode of the Adjustment tools. This 
means you can use the adjustment brush or gradient filter as 
Creative sharpening tools to ‘dial in’ more (or less) sharpness. 
Lastly, we have the new, improved noise reduction Controls which 
offer more options than before for removing the luminance and 
color noise from a photograph. 
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Sample sharpening image 

To help explain how the Camera Raw sharpening tools work, 

I have prepared a sample test image that you can access from 
the DVD. The Figure 4.2 image has been especially designed to 
highlight the way the various slider Controls work when viewed at 
100%. Although this is a TIFF image, it’s one where the image has 
been left unsharpened and the lessons you leam here can equally 
be applied to sharpening raw photos. 



Figure 4.2 The sample image thafs used on the following pages can be found on the 
website. To open this photo via Camera Raw, use Bridge to locate the test image and use 
File o Open in Camera Raw, or use the füfíl 22JQ keyboard shortcut. 



Figure 4.3 This shows the Detail panei in the 
Camera Raw dialog. Note that the Luminance 
Detail, Luminance Contrast and Color Detail 
sliders only appear active if the image has 
been updated to Process 2010 or Process 
2012 . 


Detail panei 

To sharpen an image in Camera Raw, I suggest you start off by 
going to Bridge, browse to select a photo and choose File o Open 
in Camera Raw, or use the keyboard shortcut. 

The Sharpening Controls are all located in the Detail panei in 
the Camera Raw dialog (Figure 4.3). If the photo won’t open via 
Camera Raw, check you have enabled TIFF images to open via 
Camera Raw in the Camera Raw preferences (see page 166). 
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Figure 4.4 This shows the default settings 
forthe Detail panei in Camera Rawwhen 
Processing a raw image. 


Sharpening defaults 

The Detail panei Controls consist of four slider Controls: Amount, 
Radius, Detail and Masking. When you open a raw image via 
Camera Raw, you will see the default settings shown in Figure 4.4. 
But if you open a non-raw image up via Camera Raw, such as a 
JPEG or TIFF, the Amount setting defaults to 0%. This is because 
if you open a JPEG or TIFF image via Camera Raw it is usually 
correct to assume the image has already been pre-sharpened and 
it is for this reason the default sharpening for non-raw files is 
set at zero. You should only apply sharpening to JPEGs or TIFF 
images if you know for sure that the image has not already been 
sharpened. Note that the TIFF image used in the following steps 
normally opens with zero sharpening and noise reduction settings. 

The Noise Reduction sliders can be used to remove image noise 
and we’11 come onto these later, but for now I just want to guide 
you through what the sharpening sliders do. 

The sharpening effect sliders 

Lefs start by looking at the two main sharpening effect Controls: 
Amount and Radius. These two sliders control how much 
sharpening is applied and how the sharpening gets distributed. 

If you want to follow the steps shown over the next few pages, 

I suggest you download a copy of the Figure 4.1 image from the 
website and use Bridge to open it via the Camera Raw dialog. To 
do this use File o Open in Camera Raw, or use the ABIQ 

keyboard shortcut. Then go to the Detail panei section (Figure 4.4). 
If you are viewing a photo at a fit to view preview size you will see 
a warning message that says: ‘For a more accurate preview, zoom 
the preview size to 100% or larger when adjusting the Controls in 
this paneT, which means you should follow the advice given here 
and set the image view magnification in the Camera Raw dialog to 
a 100% view or higher. The test image I created is actually quite 
small and will probably display at a 100% preview size anyway. 
The main thing to remember is that when you are sharpening 
images, the preview display should always be set to a 100% view 
or higher for you to judge the sharpening accurately. In addition to 
this I should also point out that the screen shots over the next few 
pages were all captured as grayscale sharpening previews, where 
I held down the ^9 G3 key as I dragged the sliders. Note that 
you only get to see these grayscale previews if you are viewing the 
image at a 100% view or bigger if using Process Version 2003. 
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1 The Amount slider is like a volume control. As you increase the Amount the overall 
sharpening is increased. A default setting of 25% is applied to all raw or raw DNG 
images, but ifyou open aTIFF, or JPEG image, Camera Raw assumes the image has 
already been pre-sharpened and applies a 0% Amount setting. If you are editing the 
downloaded image you will need to setthisto 25% to simulate the default shown here. 
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2 As you increase the Amount setting to 100% you will notice howthe image becomes 
sharper. 100% is plentystrong enough, but you can take the Amount even higher. 
Camera Raw allows this extra headroom because it can sometimes be necessary when 
you start dampening the sharpening effect using the Detail and Masking sliders. 
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Radius slider 
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The suppression Controls 

The Amount and Radius sliders control the sharpening effect. The 
next two sliders act as ‘suppression’ Controls. These constrain the 
sharpening and target the effect where it is most needed. 

Detail slider 

The Detail slider suppresses the halo effects in the image. It allows 
you to increase the Amount sharpening but without generating 
too noticeable halo edges in the image. There has always been 
a certain amount of halo suppression built into the Camera Raw 
sharpening, but you can now use the Detail slider to fine-tune the 
Amount and Radius effects. One of the recent minor changes to 
Camera Raw sharpening means that Detail slider settings above 50 
are more likely to exaggerate any areas that contain fine-textured 
detail (such as noise). As a result you may want to avoid setting 
the Detail too high when processing high ISO images. One way to 
cure this is to increase the Masking setting. With low ISO images 
it is certainly safer to use a high Detail setting. In fact, Eric Chan, 
who worked on the Camera Raw sharpening, claims to sometimes 
use +100 Detail on his low ISO landscape images. 


Detail slider settings 

As you take the Detail slider below 
the default 25 value it acts as a halo 
suppressor that suppresses the amount of 
contrast in the halos. As you set the Detail 
slider above 25 it acts as a ‘high frequency 
concentrator’, which is to say it biases the 
amount of sharpening, applying more to 
areas of high frequency and less to areas 
of low frequency. 


(iran b. T.tt - 



1 1n this first example the Detail slider is set at the default setting of 25 and captured 
here with the ^3 EU key held down. This displays an isolated grayscale preview of 
the sharpening effect. At this setting the Detail slider gently suppresses the halo effects 
to produce a strong image sharpening effect but without over-emphasizing the fine 
detail or noisy areas of the image. 
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2 lf you take the Detail sliderall the way up to 100, the capture sharpening will be 
kind of similar to a standard unsharp mask filter effect applied in Photoshop at a zero 
Threshold setting. 



3 lf on the other hand, you take the Detail slider down to zero you can see how the 
image looks with maximum halo suppression. What we learn from this is how to set 
the Detail slider between these two extremes. For portraits and other subjects that have 
soft edges, I would recommend a lowish Detail setting of around 20-30 so that you 
prevent the flat tone areas from becoming too noisy. For images that have lots of fine 
detail I would mostly suggest using a highervalue of 30-50, becauseyou don’t want to 
suppress the halo edges quite so much. With these types of photos you probably will 
want to add more emphasis to the fine edges. 
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Interpreting the grayscale previews 

In the screen shots you have seen so far, I captured all these with 
the Q Q key held down as I dragged on the sliders. In the case 
of the Amount and Radius adjustments, holding down the ^9 @f| 
key allows you to preview the effect these two adjustments have on 
the full color image by displaying a grayscale image which shows 
the sharpening effect as applied to the luminance information only. 

One of the things that has long been known about the 
conventional Photoshop unsharp masking method is that a 
‘normal mode’ unsharp mask filter effect sharpens all the color 
channels equally. It is mainly for this reason that people have 
in the past strived to sharpen the image luminance detail only, 
without actually sharpening the color information. This is what 
the ‘convert to Lab mode, sharpen the Lightness channel and 
convert back to RGB mode’ technique is doing. The same principie 
applies when using an Edit O Fade Unsharp Mask o Luminosity 
mode fade. With Camera Raw the sharpening is always applied 
to the luminance of the image, which is why you shouldnT see 
any unwanted color artifacts generated whenever you apply a 
sharpening effect. This explains the purpose of the grayscale 
preview for the Amount slider. It is designed to show you exactly 
how the sharpening is applied to the luminance of the photo, hiding 
the color information so that you can judge the sharpening effect 
more easily. 

Radius and Detail grayscale preview 

With the Radius and Detail sliders you are seeing a slightly 
different kind of preview when you hold down the ^9 @ key 
as you adjust these sliders. The grayscale preview you see here 
displays the sharpening effect in isolation as if it were a sharpening 
effect applied on a separate layer. For those of you who are well- 
acquainted with Photoshop layering techniques, imagine a layer 
in Photoshop that is filled with 50% gray and where the blend 
mode is set to ‘Overlay’. Such a layer will have no effect on the 
layers beneath it until you start darkening or lightening parts of 
that layer. In Figure 4.5 you can see a mock up of what the Detail 
grayscale preview is actually showing you. It effectively displays 
the sharpening effect in isolation as light and dark areas against a 
neutral, midtone gray. 



Layer& 


P Kind 


I QtfcHay Opadtr | lQQ% [ * [ 

Lock: E3 y â Fi1L |lOOtt| T| 


Sharpening layer 


Sãckground 


Figure 4.5 This is a Photoshop simulation of 
what the grayscale Radius and Detail previews 
in Camera Raw are showing you. Imagine 
the sharpening effect being carried out on a 
separate layer above the background layer with 
the blend mode set to Overlay. When using 
the Overlay blend mode, a 50% gray has no 
effect on the layer below. Any gray tone thafs 
darker than 50% darkens the layer below and 
any gray thafs lighterthan 50% lightens. 

If you considera Camera Raw Detail panei 
grayscale preview in this context you will 
understand better that the low contrast preview 
image represents an isolated preview of the 
sharpening effect. 
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Figure 4.6 Here is another simulation of what 
the Camera Raw Masking slider grayscale 
preview is showing you. As you hold down 
the Q M key and drag the Masking 
slider you are effectively previewing a layer 
mask that masks the sharpening layer effect. 
In other words, the Masking slider preview 
shown opposite is kind of showing you a 
pixel layer mask preview of the masking 
effect. 


Masking slider 

The Masking slider can be used to add a filter mask based on the 
edge details of an image. Essentially, this allows you to target the 
Camera Raw sharpening so that the sharpening adjustments are 
more targeted to the edges in the image rather than sharpening 
everything globally. As you adjust the Masking slider a mask 
is generated based on the image content, so that areas of the 
image where there are high contrast edges remain white (the 
sharpening effect is unmasked) and in the flatter areas of the image 
where there is smoother tone detail the mask is made black (the 
sharpening effect is masked). If you take the Masking slider all the 
way down to zero, no mask is generated and the sharpening effect 
is applied without any masking. As you increase the Masking, 
more areas become protected. 

I like to think of the effect the Masking slider has on the 
Camera Raw sharpening as being like a layer mask that masks 
the layer thafs applying the sharpening effect (see the Photoshop 
example shown Figure 4.6). The calculations required to generate 
the mask are quite intensive, so if you are using a slow Computer 
there may be a short delay as the mask preview is calculated, but 
on a modem, fast Computer you should hardly notice any slow- 
down here. 

I should also mention here how the Masking slider was inspired 
by a Photoshop edge masking technique that was originally 
devised by Bruce Fraser. You can read all about Bruce’s Photoshop 
techniques for Input and Output sharpening in an updated version 
of his book, which is now co-authored with Jeff Schewe: Real 
World Image Sharpening with Adobe Photoshop, Camera Raw 
and Lightroom (2nd Edition). This book includes instructions on 
how to apply the edge masking technique thafs referred to here. 

As I said earlier, because of how the sharpening Controls have 
been updated in Camera Raw, the Detail panei slider Controls 
now provide a much better capture sharpening workílow solution. 
For example, the original Photoshop edge masking technique (on 
which this is based) could only ever produce a fixed width mask 
edge. While you could vary some of the settings to refine the look 
of the final mask, it was still rather tricky and cumbersome to do. 
With Camera Raw it is now much easier to vary the mask width 
because we now have a single slider control that does everything. 
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Masking slider example 



1 When the Masking slider is at the default zero setting, no masking is applied. If you 
hold down the ^3 03 key as you drag the Masking slider, you can see a grayscale 
preview of the mask that is being generated. At the 50% setting shown here, the mask is 
just starting to protect the areas of flat tone from being sharpened. 
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2 In this next screen shot you can see a preview where the Masking slider has been 
taken to the maximum 100% setting. In this example the masking is a lot stronger 
and protects all the flat tone areas leaving only the strongest edges unmasked. The 
sharpening effect is now only applied to the remaining white areas. 
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Some real world sharpening examples 

Now that I have given you a rundown on what the individual 
Sharpening sliders do, let’s look at how you would use them in 
practice to sharpen an image. 


Sharpening portrait images 

Figure 4.7 shows a 1:1 close-up view of a portrait shot where I 
used the following settings: Amount:35, Radius: 1.2, Detail: 20, 
Masking 70. This combination of Sharpening slider settings is 
most appropriate for use with portrait photographs, where you 
wish to sharpen the important areas of detail such as the eyes 
and lips, but protect the smooth areas (like the skin) from being 
sharpened. 


Camera Ftaw 7.0 - Canon £QS-lDs Mark Hl 
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Figure 4.7 Here is an example of the sharpening settings used to pre-sharpen a portrait. 
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Sharpening landscape images 

Figure 4.8 shows the settings that would be used to sharpen a 
landscape image. The settings used here were: Amount: 45, Radius: 
0.8, Detail: 50, Masking : 10. This combination of Sharpening 
slider settings is most appropriate for subjects like the example 
shown here. You could include quite a wide range of subject 
types in this category and basically you would use this particular 
combination of slider settings whenever you needed to sharpen 
photographs that contained a lot of narrow edge detail. Process 
2010/2012 generates narrower halo edges whenever the Radius 
slider is applied in the 0.5-1.0 range. This has resulted in the 
ability to apply lower Radius settings to fine-detailed images that 
need a low radius, but without generating such noticeable halos. 

** _ Carne rd Raw 7.0 Canon EQSlOs Mark IH 



Figure 4.8 Here is an example of the sharpening settings used to pre-sharpen a landscape photo. 
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Sharpening a fine-detailed image 

Figure 4.9 shows an example of a photograph that contains a lot 
of fine-edge detail, where the Sharpening sliders in the Detail 
panei needed be taken to extremes. In order to sharpen the fine 
edges in this picture I took the Radius down to a setting of 0.7.1 
also wanted to emphasize the detail here and therefore ended up 
setting the Detail slider to +90. This is a lot higher than one would 
choose to use normally, but I have included this particular image in 
order to show an example of a photograph that required a unique 
treatment. As with the previous example, I only needed to apply 
a very small amount of Masking since there were few areas in the 
photograph where I needed to hide the sharpening. 

Camera Raw 7.0 - Canon EOS-lDs Mark III 



Figure 4.9 This shows an example of the Detail panei sharpening settings that were used 
to pre-sharpen a fine-detailed subject. 
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How to save sharpening settings as presets 

You can save the sharpening settings as ACR presets and then, 
depending on what type of photo you are editing, load them as 
required. You could try using the settings in Figure 4.7, 4.8 or 4.9 
to create sharpening presets that could be applied to other photos. 



Default sharpening settings 

The standard default sharpening setting for 
raw images uses the settings shown earlier 
in Figure 4.4. This isn’t a bad starting 
point, but based on what you have learned 
in the last few examples, you might like 
to modify this and set a new default. For 
example, if most of the work you shoot 
is portraiture, you might like to use the 
settings shown in Figure 4.7 and set these 
as a default and make this setting specific 
to your camera (see page 189). 


1 After configuring the Detail panei settings, go to the fly-out menu and choose ‘Save Settings...’ 
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2 This opens the Save Settings dialog shown here. Choose the Details setting from the 
Subset menu and click the Save... button. 
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Settings folder location 

On a Mac, the Camera Raw Settings folder 
location is: username/Library/AppIication 
Support/Adobe/Camera Raw/Settings. On 
a PC, look for: C:\Documents and Settings\ 
username\Application Data\Adobe\ 
CameraRaw\Settings. 
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3 Now name the setting and save to the default Settings folder. Don’t change the directory 
location you are saving the setting to here. 
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4 When you need to access a saved setting, go to the Settings panei in Camera Raw and 
click on a saved setting to apply it to the image. Since the setting selected here saved 
the Sharpening adjustments only, when selected this preset only adjusts the Sharpening 
sliders when ifs applied to another image. 


Capture sharpening roundup 

Hopefully this section has given you the confidence to now carry 
out all your capture sharpening in Camera Raw. Remember, the 
only images that should need pre-sharpening are camera shot raws 
or scanned TIFFs, although you can process any image in Camera 
Raw providing it is in a JPEG, TIFF, raw or DNG format and in an 
RGB, CMYK or Lab mode color space. 
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As I explained in the previous section, you should use the 
Camera Raw Sharpening Controls to tailor the capture sharpening 
adjustment to suit the image content. Soft edged subjects such as 
portraits will suit a higher than 1.0 Radius setting combined with a 
low Detail and high Masking setting, Fine-detailed subjects such as 
the Figure 4.8 and 4.9 examples will suit using a low Radius, high 
Detail and low Masking setting. The aim always is to apply enough 
sharpening to make the subject look visually sharp on the screen, 
but without over-sharpening to the point where you see any edge 
artifacts or halos appear in the image. If you overdo the capture 
sharpening you are storing up trouble for later when you come to 
retouch the photograph. 

Selective sharpening in Camera Raw 

With some images it can be tricky to find the optimum settings 
that will work best across the whole of the image. This is where it 
can be useful to use the localized adjustment tools to selectively 
modify the sharpness of an image. Basically, whenever you are 
using the adjustment brush or the gradient filter tools in Camera 
Raw you can use the Sharpness slider to add more or less 
sharpness. In particular, with Camera Raw 6 and 7, as you increase 
the Sharpness, the sharpness applied using a brush or gradient 
increases the sharpness Arnount’ setting based on the other 
settings already established in the Detail panei Sharpening section. 

Negative sharpening 

You can also apply negative local sharpening in the zero to —50 
range to fade out existing sharpening. Therefore, if you apply —50 
sharpness as a localized adjustment this means you can use the 
adjustment tools to disable the capture sharpening. As you apply 
a negative sharpness in the —50 to -100 range, you start to apply 
and-sharpening, which is effectively a gentle lens blur effect. 

Extending the sharpening limits 

You can also go beyond the +100/-100 limit set by the Sharpness 
slider by applying multiple sharpness adjustments. To do this you 
need to create a new brush group using a new Sharpness setting 
and paint on top of an existing brush group. 


Two Smart Object sharpening layers 

An alternative approach is to use the ‘Open 
raw files as Smart Objects’ technique 
described on page 156 to open an image 
twice. You can then apply one set of 
Detail panei settings to one Camera Raw 
Smart Object layer and a different type 
of sharpening effect to the other Camera 
Raw Smart Object layer. You can then use 
a layer mask to blend these two layers so 
that you are able to combine two different 
methods of sharpening in the one image. 
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How to apply localized sharpening 
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11n this photograph I left the camera switched to auto focus mode. Although the trees 
on the right in this view were fairly sharp, the single tree on the left wasn’t (you can see a 
full view of the image in Figure 4.10). To startwith I clicked to selectthe Detail panei and 
adjusted the Sharpening sliders to obtain the optimum sharpness for the trees on the right. 


Figure 4.10 Here you can see a full frame 
view of the photograph that I was editing here. 
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2 Here you can see a close-up view of the tree on the left, which even with the benefit of 
capture sharpening is clearly not as Sharp as those on the right. 



3 In this next step I selected the adjustment brush, set the Sharpness to +100, and the 
Clarity to +40.1 then painted with the brush on top of the tree that wasn’t so Sharp. The 
objective here was to use the adjustment brush to add more sharpness to this area of the 
image. The Amount setting for the Sharpness slider effectively added an extra Sharpness 
amount using the same Radius, Detail and Masking settings as had already been applied in 
the Detail panei in Step 1. 
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Negative sharpening to blur an image 

Here is an example of how to use a negative Sharpness amount to 
deliberately blur an image. Again, it is possible to apply multiple 
passes of negative sharpening, but the effect will eventually max 
out and won’t add any extra blurring beyond a certain point. 

You can’t yet apply what you might call a true lens blur effect 
in Camera Raw. Having said that it’s still possible to be used 
effectively as a Creative tool and there is one use where I think this 
technique would be particularly useful and that is when shooting 
a sequence of images to be incorporated into a time-lapse video. 
Rather than having to render every frame as a TIFF or JPEG and 
process each of these in Photoshop using the Lens Blur filter, doing 
this in Camera Raw offers the ultimate in ílexibility and can still be 
quite effective. 



1 Here you can see a photograph opened in Camera Raw, where the aim was to apply a 
combination of negative sharpening effects and eventually synchronize the settings applied 
here to every frame in a sequence of photographs. You’ll note that I also pre-applied a 16:9 
ratio crop, suited for the HD video format. 
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2 1 selected the graduated filter tool and set the Sharpness to —100 and dragged with the 
tool to apply a negative sharpness, blurring adjustment. By repeating this process two or 
three times I was able to build a blurring effect in the top left corner. 



3 Finally, I added further gradient filters with negative sharpness to add more blurring to 
the bottom right corner. 
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Is the noise really visible? 

Some of the latest digital cameras such as 
Nikon and Canon digital SLRs are capable 
of capturing images at extremely high ISO 
settings and although reviewers talk about 
seeing noise in these captures, IVe yet to 
see much in the way of noticeable noise 
appear in print, unless you were to print 
an enlarged detail of what can be seen on 
the screen at say 2:1. The main point I am 
trying to make here is not to over-obsess 
when analyzing your images in close-up. 


Noise removal in Camera Raw 

All images are likely to suffer from some degree of noise, but the 
amount of noise present will vary according to a number of factors. 
With digital images the noise seen will mainly depend on the 
quality of the camera sensor and what ISO setting the photograph 
was shot at. All camera sensors have a base levei of noise even at 
the optimum, lowest ISO setting, and it is as the ISO is increased 
that the underlying noise becomes amplified and therefore more 
noticeable. Some sensors definitely perform better than others 
when used at higher ISO speeds and with the most recent digital 
SLR cameras we have seen a remarkable improvement in image 
capture quality at high ISO settings. 

Another factor is exposure. On page 184 I showed how 
deliberately underexposing a digital photo can lead to shadow noise 
problems as you compensate by increasing the Exposure slider 
amount. In fact, the shadow areas are always the biggest problem. To 
determine how successful your camera is as at handling image noise, 
you should check how the shadows look. The Noise Reduction 
sliders in Camera Raw should be able to meet all your noise 
reduction requirements and there should be less need to rely on 
Photoshop or third-party products to carry out the noise reduction. 
Bear in mind that JPEG capture images will have already been 
processed in-camera to remove any noise. So, to take full advantage 
of Camera Raw noise reduction, you TI need to work with raw 
capture images. The other thing to bear in mind here is that the noise 
reduction and sharpening processes are essentially counter-active. 

As you attempt to reduce the noise in an image you inevitably end 
up softening some detail. The Camera Raw Process 2010 and 2012 
Controls have therefore been designed to make the noise reduction 
as targeted as possible to curing the problems of noise and with 
minimal softening of the image. Even so, in some instances you will 
still need to consider revising the sharpening settings. 

Process Versions and noise reduction 

Key to all this is understanding the impact the Process Version 
has on a raw image and the Detail panei Controls. All images 
processed in Camera Raw prior to Camera Raw 6 will have 
used what is now referred to as Process 2003 rendering, which 
in turn limits the Noise Reduction slider Controls so that you 
can only adjust the Luminance and Color sliders. The improved 
noise reduction discussed here only applies to images processed 
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in Camera Raw 6 or later using the latest Process 2010 or 
2012 rendering. Process 2003 images will need to be updated 
to Process 2010 or 2012 in order to take advantage of the new 
sharpening and noise reduction processing. But it should also be 
noted here that with Process 2003 for Camera Raw 4.1 onwards, 
a certain amount of Luminance noise reduction was made integral 
to the image demosaic process. With the advent of Camera Raw 
6 in Photoshop CS5, the default luminance noise reduction was 
removed for both Process 2003 and Process 2010. This was 
because some users complained that they didn’t like the added 
noise reduction in the demosaic processing. This means that with 
a Camera Raw image that has been processed in Camera Raw 
4.1 or later using a Process 2003 rendering, you may find it now 
necessary to boost the Luminance noise reduction by around 


Removing random pixels 

Camera Raw noise reduction is also 
able to remove outlying pixels, those 


additional, random light or dark pixels that 
are generated when an image is captured 
at a high ISO setting. Camera Raw can 
also detect any dead pixels and smooth 
these out too. You won’t normally notice 
the effect of dead pixels, but they do tend 
to show up more when carrying out long 
time exposures. Even then you may only 
see them appear very briefly on the screen 
as Camera Raw quickly generates a new 
preview image. 


15-25 in order to match the previous Camera Raw Process 2003 
rendering. Let me explain exactly what impact this has if you are 
new to Photoshop CS5 or CS6 and hence Camera Raw 6 or later. 
Images processed in Camera Raw prior to version 4.1 will show 
no difference in the Process 2003 rendering. Images processed 
in Camera Raw 4.1 or later may appear a little more noisy when 
opened through Camera Raw 6 or later, but this will really only 
be noticeable in those cases where it was necessary to apply 
Luminance noise reduction to remove noise. So in other words, it 
is only likely to be an issue with high ISO images. In all likelihood 
you will want to update such photos to Process 2012 anyway 
in order to specifically take advantage of the improved noise 
reduction. 

So let’s look at what is special about the Process 2010 and 2012 
rendering. The new demosaic process aims to filter the noise so as 
to reduce the luminance pattern noise and color noise component 
which we generally find obtrusive, but retain the random grain-like 
noise that we don’t find distracting. The aim here is to filter out the 
good noise from the bad and provide, as a starting point, an image 
where the Camera Raw demosaic process preserves as much detail 
as possible. As the ISO setting is increased beyond whatever is the 
optimal ISO setting, you then have the means to remove noise by 
adjusting the Noise Reduction sliders from their default settings. 
Extra help will still be required to further suppress the unwanted 
image noise which can be characterized in two ways: as luminance 
and color noise. This is where the Noise Reduction sliders in the 
Detail panei come in. 


291 



Martin Evening 


Adobe Photoshop CS6 for Photographers 


«> jf a « aJ A * 23 □. 

Detail 


Sharpening 


Amount 

40 

Radius 

0.9 

Detail 

40 

Masking 

30 


Noise Reduction 


Luminance 

10 

Luminance Detail 

SO 

Luminance Contrast 

0 

Color 

25 

Color Detail 

50 




Figure 4.11 The Detail panei showing the 
Noise Reduction sliders. 


Detail panei Noise Reduction sliders 

The Noise Reduction Controls are shown in Figure 4.11. The 
Luminance slider is used to smooth out the speckled noise that 
is always present to some degree, but is more noticeable in high 
ISO captures. The default setting is zero, but I think youTl find 
that even with low ISO captures youTl find it beneficiai to apply 
just a little Luminance noise reduction; in fact my colleague Jeff 
Schewe likes to describe this as the fifth sharpening slider and 
suggests you always include adding at least a little Luminance 
noise reduction as part of a normal sharpening process. Since 
Luminance noise reduction inevitably smooths the image, it is 
all about finding the right balance between how much you set the 
Luminance slider to suppress the inherent noise and how much you 
sharpen to emphasize the edges (but without enhancing the noise). 
Improvements made since Camera Raw 4.1 mean that Camera 
Raw now does a much better job of reducing any white speckles 
in the shadows and the Luminance noise reduction was further 
improved in Camera Raw 6 to provide the smoothest luminance 
noise reduction possible. 

Excessive Luminance slider adjustments can lead to a softening 
of edge detail. To help counter this, the Luminance Detail slider 
acts like a threshold control for the main Luminance slider. The 
default setting is 50 and the Luminance Detail slider sets the noise 
threshold of what the noise reduction algorithm will determine to 
be noise. When this slider dragged to the left you will see increased 
noise smoothing. However, be warned that some detail areas may 
be inappropriately detected as noise and important image detail 
also become smoothed. Dragging the slider to the right reduces the 
amount of smoothing used and preserves more detail. This allows 
you to dial back in any missing edge sharpness, but it may also 
cause noisy areas of the image to be inappropriately detected as 
detail and therefore not get smoothed. 

Luminance noise tends to have a flattening effect at the macro 
levei where the underlying texture of the noise grain appears so 
smoothed out that in close-up the image has something of a plastic 
look to it. The Luminance Contrast slider therefore allows you to 
restore more contrast at the macro levei, but does so at the expense 
of making preserved noise blobs more noticeable. The smoothest 
results are achieved by leaving the Luminance Contrast slider at 
the default zero setting. However, doing so can sometimes leave 
the noise reduction look unnatural and plastic-looking and the 
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details may appear to remain too smoothed out. Dragging the 
slider to the right allows you to preserve more of the contrast and 
texture in the image, but at the same time this can lead to increased 
mottling in some high ISO images. It is also worth pointing out 
here that the Luminance Contrast slider has the greatest effect 
when the Luminance Detail slider is set to a low value. As you 
increase the Luminance Detail the Luminance Contrast slider has 
less impact on the overall Luminance noise reduction. 

Color noise 

Color noise occurs due to the inability of the sensor in low light 
leveis to differentiate color because the luminance is so low. As 
a result of this we see errors in the way color is recorded and 
hence the appearance of color artifacts in the demosaiced image. 
The Color slider smooths out the color noise artifacts such as the 
magenta/green speckles you commonly see in noisy high ISO 
captures. For the most part you can now safely crank the Color 
noise reduction slider up towards the maximum setting. However, 
increasing the Color noise slider can also result in color bleeding, 
which results in the fine color details in an image becoming 
desaturated. This kind of problem is one that you are only likely 
to see with really noisy images that contain fine color edge detail, 
so it’s not something you need to worry about most of the time. 
Where this does appear to be an issue, the Color Detail slider 
allows you to help preserve color detail in such images and as you 
increase the Color Detail slider beyond the default 50 setting you TI 
notice how it preserves more detail in the color edges. Take care 
when you use this slider, because as you increase the amount that 
is applied this can lead to some color speckles reappearing along 
the preserved edges. And in areas that have a strong color contrast 
you can see an over-sharpening of the color boundary edges. To 
understand more clearly the effect all of these sliders are having, 
you may want to zoom in to look at a 400% view. 

Non-raw image noise reduction 

In previous editions of the book I provided at the end of this 
chapter coverage of how to use the Reduce Noise filter. In light of 
how effective the Controls are now in Camera Raw and the fact you 
can use Camera Raw to process JPEG and TIFF images, I suggest 
you use Camera Raw as a primary means to reduce noise. There is 
though a PDF on the website about the Reduce Noise filter. 


CMOS and CCD sensors 

In recent years we have seen advances 
in sensor technology for digital SLR 
cameras, where the latest sensors are now 
able to capture images at incredibly high 
ISO settings without producing too much 
obtrusive noise once processed using a 
raw processor such as Camera Raw. At 
the highest ISO settings it is mostly only 
luminance noise that you have to remove. 
The reason why this has become possible 
is because these digital SLRs are using 
CMOS type sensors. However, the sensors 
designed for use with médium format 
cameras are all of the CCD type, which, 
while being very good in terms of color 
performance and sharpness, do not tend to 
respond well when the signal is amplified 
at higher ISO settings. To be honest, the 
sensors designed for use in médium 
format backs are best used when used at 
the lowest ISO settings. In particular, the 
color noise can be really problematic and 
difficult to remove if the ISO is set too high 
when capturing images. Also, some of 
the older médium format backs may have 
a problem handling long exposures (by 
which I mean just a few seconds or more). 

Improved color noise reduction 

In Camera Raw 7, the qualityof the color 
noise reduction has been improved at 
extreme color temperatures such as 
3200 K or lower in order to reduce the 
effects of color splotchiness. 
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1 Here is a photograph that was shot at 3200 ISO and is a good candidate image with 
which to demo the Process 2010/2012 color noise reduction. 
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2 Here, I enlarged the image previewto 200% and set the Color slider to zero. Asyou can 
see, there were a lot of color noise artifacts in this image. 
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3 In this step, I applied a color noise reduction of 50. The Color Detail slider can do a good 
job resolving the problem of color edge bleed that is commonly associated with color noise 
reductions. However, an excessive amount can cause edges with color contrast to appear 
unnaturally over-sharpened, so I applied a Color Detail setting here of 25. 
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4 1 then applied a Luminance noise reduction of 60 with a Luminance Detail setting of 60 
and a Luminance Contrast setting of 50. This ‘noise reduced’ version is much smoother. 
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Adding grain to improve appearance of sharpness 

Earlier, in the Camera Raw chapter, you may have got the 
impression that Fm not particularly wild about adding grain to 
images. Well, at least not when it’s applied as a special effect. But 
the Grain slider can sometimes actually be useful when you are 
editing high ISO images and need to apply a large amount of noise 
reduction to get rid of obtrusive noise artifacts. In the example 
shown here you can see how adding a small amount of noise can 
be used to compensate for some of the over-smoothing produced 
by the noise reduction process. 



'Siw iroay...) 


(pptn lm>g« ) Canctl ( Pont ' ) 


1 1n this example, it was necessary to apply the settings shown here in the Detail panei to 
help remove the luminance and color noise from the picture. Note the image is shown here 
at a 200% view. 
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2 As a result of the noise reduction adjustment made in Step 1, some of the image detail 
ended up becoming over-smooth. To counteractthis I added a small amount of grain using 
the Grain slider in the Effects panei. 



3 Finally, I returned to the Detail panei and readjusted the Sharpening sliders, in orderto 
restore more sharpness in the final processed image (and also added some Clarity). 
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Localized noise reduction in Camera Raw 

Camera Raw 7 for Photoshop CS6 now features a Noise slider 
in the adjustment brush and graduated filter settings. As you 
increase the slider setting you don’t add noise of course, but 
allow a localized adjustment to strengthen the noise reduction 
thafs applied to the selected area. As with localized sharpening 
adjustments, this strengthening of the noise reduction effectively 
increases the amount setting for the Luminance and Color sliders, 
proportionally. Basically, you can use this slider adjustment to 
apply additional noise reduction where it is needed most, such as 
the shadow areas. Where I see this tool being useful is probably 
going to be where you have used a Camera Raw localized 
adjustment to deliberately lighten the shadows in a scene. Instead 
of bumping up the overall noise reduction it makes sense now to 
do so locally by also increasing the Noise slider amount as well. 
Note that you can also apply negative amounts of noise reduction 
with the adjustment brush. For example, you might have an image 
where it is easier to apply a global adjustment that is heavy on 
the noise reduction and use a negative localized noise reduction 
adjustment to remove the noise reduction effect locally. 
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1 Here is a photograph that required localized lightening in the shadow areas. As you can 
see, I had already adjusted the Detail panei sliders to remove noise from the image. 
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3 To fix this, I kept the adjustment brush pin active and simply increased the Noise slider 
so thatthiswould simultaneously apply additional noise reduction (based onthe Detail 
panei settings in Step 1) to help make the noise less noticeable. 


2 In this step I used the adjustment brush to apply a lightening adjustment to the shadow 
areas. But as a consequence of this you can see how this made the noise problem in the 
shadows worse. 
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Removing moiré at the shoot stage 

One solution for avoiding the effects of 
moiré is, if you can, to reshootthe subject 
from a slightly further distance and crop 
the image accordingly. Usually a small 
change in shooting distance is all that is 
required. The effects of moiré are much 
less of a problem now compared with the 
early days of digital camera technology. 

In the early to mid nineties I used to 
do quite a bit of freelance retouching 
workfor a photographerwho shot still 
life photographs of window displays 
thatfeatured dressed mannequins. This 
photographer used to capture his images 
with a scanning back for a 5x4 camera. 
Moiré was often a problem and the 
solution was always to shoot slightly 
further back, or even change the scan 
resolution, which was possible with such 
backs. 

Negative moiré 

You’ll notice that you also have the ability 
to apply negative amounts of moiré. This is 
there so that you can apply multiple passes 
of moiré reduction in which subsequent 
applications of negative moiré can be used 
to reduce the moiré reduction effect. 

Raw and JPEG moiré removal 

Moiré removal is more effective removing 
luminance artifacts on raw images 
than JPEGs. This is because it can take 
advantage of the higher resolution green 
channel (before color processing) to 
perform a fix. This is not possible with 
JPEGs as the green channel has already 
been fixed (color processed) and therefore 
‘polluted’ the otherthree channels. 


Localized moiré removal in Camera Raw 

The term ‘moiré’ is used to describe image detail problems that are 
related to artifacts generated as a result of light interference. This 
can be due to the way light reflected from a fine pattern subject, 
such as a shiny fabric, causes interference patterns to appear in the 
final capture. What actually happens here is that the frequency of 
the fabric pattern and the frequency of the photosites on the sensor 
clash and this causes an amplified moire pattern to appear in the 
capture image. Our eyes don’t see this, it is just a limitation of the 
sensor. These days digital SLR cameras mostly all have a high 
pass, anti-aliasing filter attached to the surface of the sensor, which 
is designed to mitigate some of the effects of moiré. That plus the 
increased capture resolution of today’s cameras have made this 
problem largely go away. However, with médium format camera 
backs, these sensors generally don’t have high pass filters and as 
a result of this you can end up seeing moiré-type effects when 
viewing an image close-up. Basically, if the camera lens is imaging 
fine-detail lines which correspond to less than one pixel width, this 
can cause a problem in the demosaic process. Therefore, it is really 
only certain types of subject matter photographed on the larger, 
médium format backs where the need to reduce moiré becomes 
necessary. 

In the Camera Raw localized adjustments menus is a Moiré 
slider. As with the Noise slider, increasing the amount is designed 
to help reduce the effects of moiré (as seen in the example 
opposite). Here are some things to watch out for. Increasing the 
Moiré Reduction setting will allow you to apply a stronger effect 
and you can if necessary consider applying a double dose of moiré 
reduction to a local area. However, as you increase the effect 
you are likely to see color bleeding occur. In the accompanying 
example a severe moiré problem could be seen in the brickwork. 
When using a moiré reduction adjustment brush to remove the 
moiré, the brush will reference a broad area of pixels near where 
you are brushing in order to calculate what the true color should 
be. When retouching an image such as this it was important to use 
a hard edged brush to constrain the brush work and avoid the green 
colors of the foliage spilling over. Selecting the Auto Mask option 
can certainly help here. Also, when fixing different areas (such 
as the moiré on the air conditioning grills) you should consider 
creating a new brush pin and work on this area separately. 
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1 Here you can see there is a big problem with moiré on the side of the building. To fix this 
I selected the adjustment brush tool and set the Moiré Reduction sliderto +100%. 
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2 1 painted with the brush using the Auto Mask mode to carefully target the brickwork 
and used the eraser brush to erase any areas that spilled over into adjacent areas. It can 
sometimes be necessary to increase the Saturation slightly as the Moiré Reduction process 
may cause the painted areas to become slightly desaturated. 
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Figure 4.12 Take care when using the Smart 
Sharpen filter. If you apply an excessive 
amount of Smart Sharpen this can lead to ugly 
artifacts like those seen in the bottom half of 
thisscreen grab. 


Improved sharpen tool 

The sharpen tool in Photoshop has been 
improved since CS5. The Protect Detail 
mode utilizes an algorithm that minimizes 
any pixelation when the sharpen tool is 
used to emphasize image details. The 
Protect Detail mode can therefore faithfully 
enhance high frequency image details 
without introducing noticeable artifacts, 
though I recommend using this tool set 
to the Luminosity mode in order to help 
reduce the risk of generating color artifacts 
(see Figure 4.13). 


Localized sharpening in Photoshop 

Smart Sharpen filter 

So far we have seen how to apply localized sharpening in Camera 
Raw. Let me now show you a few ways this can be done directly 
in Photoshop. One method is to use the Smart Sharpen filter. Don’t 
be too taken in by the fact that it’s called a ‘smart’ sharpening filter. 
Some people figure this is a kind of ‘super Unsharp Mask’ filter 
and might therefore be a better tool to use for general sharpening. 

If applied correctly, it can be used to sharpen areas where there is 
a distinct lack of sharpness, but if used badly it can soon introduce 
ugly artifacts (see Figure 4.12). The Smart Sharpen filter also runs 
very slowly compared with the Unsharp Mask filter and Camera 
Raw sharpening. Therefore, I generally consider Smart Sharpen 
to be more useful as a tool for ‘corrective’ rather than general 
sharpening. 

Basic Smart Sharpen mode 

The Smart Sharpen filter has three blur removal modes: Gaussian 
Blur is more or less the same as the Unsharp Mask filter, but the 
Lens Blur method is the more useful as it enables you to counteract 
optical lens blurring. Lastly, there is Motion Blur removal, which 
can sometimes be effective at removing small amounts of motion 
blur from an image. After you have selected a blur removal 
method, you can use the Amount and Radius slider Controls to 
adjust the sharpening effect. 

In the example shown on the page opposite I first went to the 
Filter menu and chose ‘Convert for Smart Filters’, which converted 
the Background layer to a Smart Object layer. This allowed me 
to apply the Smart Sharpen filter as a ‘smart filter’, where I could 
edit the filter effect coverage by painting on the layer mask. An 
alternative option would be to duplicate the Background layer 
and apply the Smart Sharpen filter to that layer, but the advantage 
of the Smart Object/Smart filter layer approach is that the Smart 
Sharpen filter settings remain editable - you simply double-click 
the Smart Sharpen layer to reopen the filter dialog shown in Step 1. 
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Figure 4.13 This shows the sharpen tool options, including the ‘Protect Detail’ mode. 
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1 This shows a close-up view of a photograph where the main subject was slightly out 
of focus. I didn’t want to apply any further global sharpening as this would have created 
artifacts in the background. I converted the Background image layer to a Smart Object and 
applied the Smart Sharpen filter in tens Blur’ mode using the settings shown here. 
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2 The Smart Sharpening effect worked fine on the castle, but created noticeable image 
artifacts in the background (see Figure 4.12), so I clicked on the Smart Object mask layer, 
filled with blackand painted on this layer with white so thatthe smart filtering was revealed 
on the castle only. I then double-clicked the Smart Object layer options (circled) to open 
the Blending Options dialog and reduced the filter effect opacity to 50%. 
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Saving the Smart Sharpen settings 

You can save Smart Sharpen settings as 
you work by clicking on the save settings 
icon circled below in Figure 4.14, and call 
these up via the Settings menu in the Smart 
Sharpen filterdialog. 


Advanced Smart Sharpen mode 

In Advanced mode you get to see two additional tabbed sections 
marked Shadow and Highlight. The Controls in these sections act 
like dampeners on the main smart sharpening effect. The Fade 
Amount slider selectively reduces the amount of sharpening in 
either the shadow or highlight areas. This is the main control to 
play with as it will have the most initial impact in reducing the 
amount of artifacting that may occur in the shadow or highlight 
areas. Below that is the Tonal Width slider and this operates in 
the same way as the one you find in the Shadows/Highlights 
image adjustment: you can use this to determine the tonal range 
width that the fade is applied to. These two main sliders allow 
you to subtly control the smart sharpening effect. The Radius also 
works in a similar way to the Radius slider found in the Shadows/ 
Highlights adjustment and is used to control the area width of the 
smart sharpening. 
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Figure 4.14 In this photograph I set the Smart Sharpen filter to Advanced mode and 
applied an Amount of 150% ata Radius of 1.0 using the tens Blur’ mode with the ‘More 
Accurate’ box checked. Once I had selected suitable settings for the main Smart Sharpen, 

I clicked on the Shadow and Highlight tabs and used the sliders in these sections to 
decide how to limit the main sharpening effect. A high Fade Amount setting will fade the 
sharpening more, while the Tonal Width determines the range of tones that are to be faded. 
Lastly, there is the Radius slider, where you can enter a Radius value to determine the scale 
sizeforthe corrections. 


304 











































Chapter 4 


Sharpening and noise reduction 


Removing Motion Blur 

The Motion Blur mode can be used to correct for mild camera 
shake or small amounts of subject movement in a photograph (see 
Figure 4.15). If you select the Remove Motion Blur mode, the 
trick here is to get the angle in the dialog to match the angle of 
the Motion Blur in the picture and adjust the Radius and Amount 
settings to optimize the Motion Blur correction. To achieve 
optimum results with any of these sharpening modes, check the 
‘More Accurate’ option at the bottom This will increase the time 
it takes the filter to process the image, but I suggest you leave it 
checked if you want to get the very best results. 
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Figure 4.15 The Motion Blur method of 
smart sharpening is reasonably good at 
improving sharpness where there is just a 
slight amount of camera shake or subject 
movement. In this example I initially set the 
Amount, Radius and Angle to achieve the most 
effective sharpening and in Advanced mode 
I went to the Shadow tab to adjust the Fade 
Amount and Tonal Width settings so as to 
dampen the sharpening effect in the shadows. 
This helped achieve a slightly smoother- 
looking result. 


305 
















































Martin Evening 


Adobe Photoshop CS6 for Photographers 


No to Smart Filter layers 

On page 3031 mentioned how it was 
advantageous to use Smart Filter layers 
when applying a localized filter effect, mainly 
because with a Smart Object layer you can 
go back and revise the filter settings later. 
Unfortunately you can’t apply the technique 
described here using Smart Object layers, 
because there are no options to set the layer 
blending (as shown in Step 2). There is also 
no way to get the two filter effects applied 
in Step 3 to merge as one when setting the 
blend modeto Overlay. Basically, Smart 
Filter layers are a great idea, but they are still 
quite limited intheirapplication. 

That deblur video 

For those few remaining people who haven’t 
seen or heard aboutthis, at Adobe Max in 
2011 Adobe included a sneak peak demo 
of a new technology that is currently in 
development: tinyurl.com/3iyywah. About 
a million orso people have watched this 
demo and there has been much speculation 
aboutthis being added as a newfeature in 
Photoshop. I am sure it will be added one 
day, but not in this release (obviously). As 
with all newtechnologies, it needs to be 
tested and refined before itwill be ready for 
inclusion in a shipping product. The other 
thing to note about this demo is that this is 
a tool that could be used to sharpen photos 
where the main problem is one of motion 
blur, as opposed to lens blur. The images 
shown at the demo happened to work really 
well. But, as Adobe themselves are willing to 
admit, as itstands now this technology won’t 
be able to improve every kind of motion 
blurred image. 


Creating a depth of field brush 

On page 302 I described how you could use the Smart Sharpen 
filter to remove the blurriness from parts of an image and 
selectively apply the filter effect through a layer mask. There 
is also another way you can reduce blur in a photograph and 
this technique is closely based on a technique first described by 
Bruce Fraser, in the Real World Image Sharpening with Adobe 
Photoshop, Camera Raw and Lightroom (2nd Edition) book. The 
only thing I have done here is to change some of the suggested 
settings, in order to produce a narrower edge sharpening brush. 
Basically, you can adapt these settings to produce a sharpness layer 
that is suitable for different types of focus correction. 

This technique can be used to help make the blurred image 
detail appear to look sharper by adding a blended mixture of sharp 
and soft halos which create the illusion of apparent sharpness. The 
method described here requires you to first create a duplicate of 
the Background layer and adjust the Layer Style options so that the 
filter effects you are about to apply are limited to the midtone areas 
only and the extreme shadows and highlights are protected. 

You will notice that the first step involves changing the blend 
mode of the duplicate background layer to Overlay. This will 
initially make the image appear more contrasty, but you will 
find that once you have applied the Unsharp Mask followed by 
the High Pass filter, it is only the image edges that are enhanced 
by the use of this technique. In Step 3 you will notice I applied 
the Unsharp Mask filter at a maximum strength of 500%, with 
a Radius of 1.0 pixel and the Threshold set to zero. The purpose 
of this step is to aggressively build narrow halos around all the 
edge detail areas, and in particular the soft edges, while the High 
Pass filter step is designed to add wider, overlapping, soft edged 
halos that increase the midtone contrast. When these two filters 
are combined you end up with a layer that improves the apparent 
sharpness in the areas that were out of focus, but the downside is 
that the previously sharp areas will now be degraded. By adding 
a layer mask filled with black, you can use the brush tool to paint 
with white to selectively apply the adjustment to those areas where 
the sharpening effect is needed most. 
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1 This shows the before version of a photograph in which the foreground was perfectly 
Sharp, but there was a fall-off in focus towards the middle distance. The first step was to 
make a duplicate of the Background layer. 
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2 I then double-clicked the Background layer to open the Layer Style options and adjusted 
the settings as follows. The blend mode was set to Overlay and the layer Opacity reduced 
to 50%. The layer ‘Blend lf sliders were adjusted as shown here to provide more protection 
for the extreme shadows and highlights. 
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Adjusting the Depth of field settings 

The Unsharp Mask and High Pass filter 
settings used here were designed to add 
sharpness to areas that contained a lot 
of narrow edge detail (such as the edges 
in a landscape). You will want to vary 
these settings when treating other types 
of photographs where you perhaps have 
wider edges that need sharpening. For 
example, Bruce’s original formula suggests 
using an Unsharp Mask filter Radius of 4 
pixels combined with a 40 pixel Radius in 
the High Pass filter. 




3 I clicked OK to the Layer Style changes and applied an Unsharp Mask filter to the 
Background copy layer, using an amount of 500% and a Radius of 1.0 pixel. Thiswas 
followed by a High Pass filter (Filter o Other o High Pass) using a Radius of 20 pixels. 



select a normal brush and paint on the layer mask with white to reveal the depth of field 
sharpening layer and in doing so, add more apparent sharpness to the middle distance. 
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Image Editing 
Essentials 

S o far I have shown just how much can be done to 
improve an image’s appearance when editing it in 
Camera Raw, before you bring it into Photoshop. Some 
of the techniques described in this chapter may appear 
to overlap with Camera Raw editing, but image adjustments such 
as Leveis and Curves still play an important role in everyday 
Photoshop work. This chapter also explains how to work with 
photos that have never been near Camera Raw, such as images 
that have originated as TIFFs or JPEGs. IT1 start off by outlining 
a few of the fundamental principies of pixel image editing such as 
bit depth and the relationship between image resolution and image 
size. After that we’11 look at the main image editing adjustments 
and how they can be used to fine-tune the tones and colors in a 
photograph. 
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Pixels versus vectors 

Digital photographic images are constructed of pixels and as 
such are resolution-dependent. You can therefore only scale the 
finite pixel image information so far, before the underlying pixel 
structure becomes apparent. By contrast, vector objects that 
can be created in programs like Adobe Illustrator are defined 
mathematically, so if you draw a rectangle, the proportions of 
the rectangle edges, the relative placement on the page and fill 
color can all be described using a mathematical description. An 
object thafs defined using vectors can therefore be output at 
any resolution and it does not matter if the image is shown on 
a Computer display, a postage stamp or as a huge póster, it will 
always be rendered with the same amount of detail (see Figure 5.1). 




‘Stalkers’ by The Wrong Size. Figure 5.1 Digital images are made up of a mosaic of pixels. This means that a 

Photograph: © Eric Richmond. pixel-based digital image will always have a fixed resolution and is said to be ‘resolution- 

dependent’. If you enlarge such an image beyond the size at which it is meant to be printed, 
the pixel structure will soon become apparent, as can be seen here in the left-hand close- 
up view. Suppose though the above picture originated not as a photograph, but was drawn 
as an illustration using a program like Adobe Illustrator. If a picture is constructed using 
vector paths, it will be resolution-independent. The mathematical numbers used to describe 
the path outlines shown in the example on the right can then be scaled to reproduce at any 
size: from a postage stamp to a billboard póster. As you can see in the comparison shown 
here, the pixel image starts to break up as soon as it is magnified, whereas the outlines in 
the vector-drawn image will reproduce perfectly smoothly at any size. 
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Photoshop as a vector program 

Photoshop is mainly regarded as a pixel-based graphics program, 
but is in fact a combination of a pixel and vector editor. This is 
because Photoshop does contain a number of vector-based features 
that can be used to generate things such as custom shapes and layer 
clipping paths. This raises some interesting possibilities, because 
you can create various graphical elements like type, shape layers 
and layer clipping paths in Photoshop which are all resolution- 
independent. These ‘vector’ elements can be scaled up in size 
in Photoshop without any loss of detail, just as you can with an 
Illustrator graphic. 

Image resolution terminology 

Before I proceed any further let me help explain a few of the terms 
that are used when describing image resolution and clarify their 
correct usage. 

ppi: pixels per inch 

The term ‘pixels per inch’ (ppi) should be used to describe the 
pixel resolution of an image. However, the term ‘dpi’ is also often 
used (inappropriately) to describe the digital resolution of an 
image, which is wrong because input devices like scanners and 
cameras produce pixels and it’s only printers that produce dots! 
Even so, it’s become common-place for scanner manufacturers 
and other software programs to use the term ‘dpi’ when what they 
really mean is ‘ppi’. Unfortunately this has only added to the 
confusion, because you often hear people describing the resolution 
of an image as having so many ‘dpi’, but if you look carefully, 
Photoshop and the accompanying user guide always refer to the 
input resolution as being in ‘pixels per inch’. So if you have an 
image that has been captured on a digital camera, scanned from 
a photograph, or displayed in Photoshop, it is always made up 
of pixels and the pixel resolution (ppi) is the number of pixels 
per inch in the input digital image. Obviously, those using metric 
measurements can refer to the number of ‘pixels per centimeter’. 

Ipi: Unes per inch 

This is the number of halftone lines or ‘cells’ in an inch (also 
described as the screen ruling). The origins of this term go back 
way before the days of digital desktop publishing. To produce a 


Confusing terminology 

You can see from this description where 
the term ‘lines per inch’ originated. In 
today’s digital world of imagesetters, 
the definition is somewhat archaic, but 
is nonetheless commonly used. You 
may hear people refer to the halftone 
output as ‘dpi’ instead of ‘Ipi’, as in the 
number of ‘halftone’ dots per inch, and 
the imagesetter resolution referred to as 
having so many ‘spi’, or ‘spots per inch’. 
Whatever the terminology I think we can 
all logically agree on the correct use of 
the term ‘pixels per inch’, but I am afraid 
there is no clear definitive answer to the 
mixed use of the terms ‘dpi’, ‘Ipi’ and ‘spi’. 
It is an example of how the two separate 
disciplines of traditional repro and those 
who developed the digital technology 
chose to apply different meanings to these 
same terms. 
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Figure 5.2 Each halftone dot is rendered 
by a PostScript RIP from the pixel data and 
output to a device called an ‘imagesetter’. The 
halftone dot illustrated here is plotted using a 
16x16 dot matrix. This matrix can therefore 
reproduce a total of 256 shades of gray. The 
dpi resolution of the imagesetter, divided by 
16, will egual the line screen resolution. 2400 
dpi divided by 16 = 150 Ipi screen resolution. 


halftone plate, the film exposure was made through a finely etched 
criss-cross screen of evenly spaced lines on a glass plate. When 
a continuous tone photographic image was exposed this way, 
dark areas formed heavy halftone dots and the light areas formed 
smaller dots, which when viewed from a normal distance gave the 
impression of a continuous tone image on the page. The line screen 
resolution (lpi) is therefore the frequency of halftone dots or cells 
per inch. 

dpi: dots per inch 

This refers to the resolution of an output device. For example, 
let’s say we have an imagesetter device that is capable of printing 
small, solid black dots at a resolution of 2450 dots per inch and 
the printer wishes to use a screen ruling of 150 lines per inch. If 
you divide the dpi of 2400 by the lpi of 150, you get a figure of 16. 
Therefore, within a matrix of 16 x 16 printer dots, an imagesetter 
can generate individual halftone dots that vary in size on a scale 
from zero (no dot) to 255. It is this variation in halftone cell size 
(constructed of smaller dots) which gives the impression of tonal 
shading when viewed from a distance (see Figure 5.2). 


Desktop printer resolution 

In the case of desktop inkjet printers the term ‘dpi’ is used to 
describe the resolution of the printer head. The dpi output of a 
typical inkjet can range from 360 to 2880 dpi. Although this is a 
correct usage of the term ‘dpi’, in this context it means something 
else yet again. Most inkjet printers lay down a scattered pattern of 
tiny dots of ink that accumulate to give the impression of different 
shades of tone, depending on either the number of dots, the varied 
size of the dots, or both. While a correlation can be made between 
the pixel size of an image and the ‘dpi’ setting for the printer, it 
is important to realize that the number of pixels per inch is not 
the same as the number of dots per inch created by the printer. 
When you send a Photoshop image to an inkjet printer, the pixel 
image data is processed by the print driver and converted into data 
that the printer uses to map the individual ink dots that make the 
printed image. The ‘dpi’ used by the printer simply refers to the 
fineness of the dots. Therefore a print resolution of 360 dpi can 
be used for speedy, low quality printing, while a dpi resolution of 
2880 can be used to produce high quality print outputs. 
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Choosing the ríght pixel resolution for prínt 

In the past it has been suggested that the optimal pixel resolution 
for making an inkjet print output should ideally be the printer dpi 
divisible by a whole number, i.e. if you intended printing at 2880 
dpi, the following pixel resolutions could be used: 144, 160, 180, 
240, 288, 320, 360. More recently, it has been shown that there 
isn’t any need to make the pixel resolution match any particular 
formula in relation to the dpi setting used on the printer. The 
ideal resolution for print is now considered to be anything in the 
180-1440 pixel per inch range. 

The optimum number of pixels 

The only thing to concern yourself with is that you have a 
sufficient number of pixels to make high quality prints. What then 
is the minimum number of pixels required to print at a particular 
size and intended viewing distance? Plus what is the relationship 
between the pixel dimensions and image resolution? These 
questions crop up time and time again. Digital cameras are usually 
classified according to the number of pixels they can capture. If 
a sensor contains 3000 x 4500 pixel elements, it can be said to 
capture a total of 13.5 million pixels, and therefore be described 
as a 13.5 megapixel camera. When we talk about the resolution of 
an image we are principally referring to the number of pixels that 
are contained in the photo. Basically, every digital image contains 
a finite number of pixels and the more pixels you have, the greater 
potential there is to capture more detail. 

The pixel dimensions of an image are an absolute value. 
Therefore, a 2400 x 1800 pixel image contains 4.32 megapixels 
and this is an absolute measurement of how many pixels there are 
in the image. A digital image with this number of pixels could be 
printed at 12” x 9” at 200 pixels per inch, or it could be printed 
at 8” x 6” at 300 pixels per inch. So if you want to know how big 
an image can be printed, you simply divide the number of pixels 
along either dimension of the picture by the pixel resolution you 
wish to print at (see Figure 5.3). This can be expressed clearly in 
the following formula: the number of pixels = physical dimensions 
x (ppi) resolution. In other words, there is a reciprocai relationship 
between the pixel size, the physical dimensions and the resolution. 
If you quote the resolution of an image as being so many pixels by 
so many pixels, there can be no ambiguity about what you mean. 


1440 ppi inket limit 

In previous editions of the book I 
recommended not printing at a resolution 
higherthan 480 pixels per inch. 

More recently, I have noticed that in 
Lightroom 4, the upper limit for native 
resolution printing has been gradually 
extended. First to 720 ppi and now to 
1440 ppi. 

Megapixels to megabytes 

If you multiply the ‘megapixel’ size by 
three you will get a rough idea of the 
megabyte size of the RGB image output. In 
other words, an 18 megapixel camera can 
produce a 54 MB RGB, 8-bit per channel 
image. Quoting megabyte sizes is a less 
reliable method for describing file sizes 
because document file sizes can also be 
affected by the number of layers and alpha 
channels present and whetherthe file has 
been compressed or not. Nevertheless, 
referring to image sizes in megabytes has 
become a convenient shorthand when 
describing a standard uncompressed, 8-bit 
per channel flattened TIFF image. 
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Figure 5.3 The photograph on the left 
and the one in the middle both contain the 
exact same number of pixels, but can print at 
different sizes depending on the Resolution 
setting. The middle photograph and the one 
on the right are both printed at the same size, 
but have different pixel counts because each 
has been printed using a different Resolution 
setting: the image in the middle at 50 pixels 
per inch and the version on the right at 200 
pixels per inch. 


Repro considerations 

The structure of the final CMYK print output bears no relationship 
to the pixel structure of a digital image, since a pixel in a digital 
image does not equal a cell of halftone dots on the page. To explain 
this, if you analyze a CMYK cell or rosette, each color plate prints 
the screen of dots at a slightly different angle, typically: Yellow at 0 
or 90 degrees, Black: 45 degrees, Cyan: 105 degrees and Magenta: 
75 degrees. If the Black screen is at a 45 degree angle (which is 
normally the case), the (narrowest) horizontal width of the black 
dot is 1.41 (the square root of 2) times shorter than the width of the 
Yellow screen (widest). If we want the frequency of the number 
of pixels to match the frequency of the halftone cells, then we 
can work out the ideal pixel resolution to use by multiplying the 
line screen frequency by a factor of 1.41. This is because using a 
multiplication factor of 1.41 for the pixel resolution will match the 
spacing of the 45 degree rotated black plate (see the example on 
the page opposite). 
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The relationship between ppi and Ipi 



1 The halftone screen shown here is angled at zero degrees. If the 
pixel resolution were calculated at ><2 the line screen resolution, the 
RIP would use four pixels to calculate each halftone dot. 

2 In the case of a CMYK print output, four plates are used, of which 
only the yellow plate is actually angled at zero degrees. The black 
plate is normally angled at 45 degrees and the cyan and magenta 
plates at less sharp angles. If you overlay the same pixel resolution of 
x2 the line screen against the 45° angled black plate, you will notice 
thatthere is no direct relationship between the pixel and line screen 
resolutions. 

3 Let’s be clear, there is no single empirical formula that can be used 
to determine the ideal ‘half toning factor’. Should it be x2 or xi .5? 
What this shows though is the logic behind the xi .41 minimum 
halftone factor recommendation. The black plate is the widest at 45 
degrees and the black plate information is usually more prominent 
than the three color plates. If a half toning factor of xl .41 (the square 
root of 2) is used, the pixel resolution will be more synchronized with 
this angled halftone screen. There is no right or wrong half toning 
factor-the RIP will process pixel data atany resolution. Whatwe can 
say though is if there are too few pixels, the print quality will be poor 
and having more than the optimum number does not necessarily 
equate to better output, it just means more pixels. 
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Determining output image size 

Image size is determined by the final output 
requirements and at the beginning of a 
digital job, the most important information 
you need to know is: 

• How large will the picture appear on 
the page, póster, etc.? 

• What is the screen frequency being 
used by the printer - how many Ipi? 

• What is the preferred halftone factor 
used to determine the output 
resolution? 

• Will the designer need to allow for 
page bleed, orwish to cropthe 
image? 


It is for this reason you will find that the image output 
resolution asked for by printers is usually at least 1.41 times the 
halftone screen frequency used. This multiplication is also known 
as the ‘halftone factor’, but you will also find that multiples of 
xl.41, xl.5 or x2 are commonly used, so which is best? You can 
always ask the printer what they prefer you to supply them with. 
Some will say that the 1.41:1 or 1.5:1 multiplication produces the 
sharpest detail, while others may request a ratio of 2:1.1 usually 
reckon that a halftone factor of 1.5:1 should be fine for general 
image reproduction, but photographic subjects with fine image 
detail do benefit from using a higher halftone factor. You also have 
to take into account the screening method used. It is claimed that 
Stochastic or FM screening permits a more ílexible choice of ratios 
ranging from 1:1 to 2:1. 

Let me give you a practical example here. If the line screen 
used by the printer is, say, 175 lpi, the pixel resolution will 
therefore need to be around at least 260 pixels per inch (if you use 
the xl.5 halftone factor), but probably no more than 350 pixels per 
inch (if you use the x2 halftone factor). Ultimately it always helps 
to know in advance the intended line screen, the ideal halftone 
factor and final print output size. Using this information you can 
then calculate the ideal pixel size for the files you are about to 
supply to the printer. There is no point supplying files that are 
bigger than necessary as you will simply waste time uploading 
unnecessarily big images. On the other hand, designers do like 
having the freedom to take a supplied image and scale it in the 
design layout program to suit the requirements of a layout. For this 
reason it may be worth using a x2 halftone factor. There will then 
always be enough data in the supplied image to crop or scale up a 
photo without adversely compromising the final print quality. 

But we always use 300 ppi! 

There is a common misconception in the design industry that 
everything must be supplied at 300 pixels per inch. This crops 
up all the time when you contact clients and ask what resolution 
you should supply your image files at. Somehow the idea has got 
around that everything from a picture in a newspaper to a 48-sheet 
póster must be reproduced from a 300 ppi file. It does not always 
hurt to supply your files at a higher resolution than is necessary, 
but it can get quite ridiculous when you are asked to supply a 370 
MB file in order to produce a 30” x 36” póster. 
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Altering the image size 

The image size dimensions and resolution can be adjusted using 
the Image Size dialog (Figure 5.4). The Image Size dialog 
normally opens with the Resample Image box checked, which 
means that as you enter new pixel dimension values, measurement 
values, or alter the resolution, the overall image size adjusts 
accordingly. As you alter one set of units you TI see the others 
adjust simultaneously. When Resample Image is unchecked, the 
pixel dimensions will be grayed out and any adjustment made 
to the image will not alter the total pixel dimensions and only 
affect the relationship between the measurement units and the 
resolution. Remember the rule I mentioned earlier: the number of 
pixels = physical dimension x (ppi) resolution. You can put that 
to test here and use the Image Size dialog as a training tool to 
better understand the relationship between the number of pixels, 
the physical image dimensions and resolution. The Constrain 
Proportions checkbox links the horizontal and vertical dimensions, 
so that any adjustment is automatically scaled to both axes. Only 
uncheck this box if you wish to squash or stretch the image when 
adjusting the image size. 


Resolution and viewing distance 

In theory the larger a picture is printed, 
the further away it is meant to be viewed. 
Because of this you can easily get away 
with a lower pixel resolution such as 
180 or 200 pixels per inch when making 
a pôster print output. There are limits 
though, below which the quality will 
never be Sharp enough at normal viewing 
distance (except at the smallest of print 
sizes). As my late colleague Bruce Fraser 
used to say, ‘in the case of photographers, 
the ideal viewing distance is limited only 
bythe length of the photographers nose’. 
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Figure 5.4 To change the image output dimensions while keeping the resolution locked, 
leave the Resample Image box checked. To change the image output dimensions so that 
the resolution auto-adjusts to the new image dimensions, leave the Resample Image box 
unchecked. Click on the Auto... button to open the Auto Resolution dialog shown here. This 
can help you pickthe ideal pixel resolution for repro work based on the line screen resolution. 
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Figure 5-5 This is a close-up view of 
the Image Resize dialog, showing the six 
interpolation options. 


Image interpolation 

Image resampling is also referred to as interpolation and 
Photoshop can use one of six methods when calculating how to 
resize an image. These interpolation options are all located in the 
menu just below the Resample Image checkbox (see Figure 5.5) as 
well as appearing in the Options bar when transforming a layer. 

I generally consider it better to ‘interpolate up’ an image in 
Photoshop rather than rely on the interpolation methods offered 
by some scanner software programs. Digital files captured from a 
scanning back or multi-shot digital camera are extremely clean and 
because there is no grain present, it is usually possible to magnify a 
digitally captured image more successfully than you can a scanned 
image of equivalent size. There are other third-party programs that 
claim to offer improved interpolation, but there appears to be little 
evidence that you will actually gain any major improvements in 
image quality over and above what can be achieved in Photoshop. 
Here is a guide to how each of the interpolation methods works 
and which are the best ones to use and when. 


Nearest Neighbor 

This is the simplest interpolation method of all, in which the pixels 
are interpolated exactly using the nearest neighbor information. 

I actually use this interpolation method a lot whenever I need 
to enlarge dialog box screen grabs by 200% for use in a book. I 
always choose this method because I don’t want the interpolation 
to make the sharp edges of the dialog boxes go fuzzy. 

Bilinear interpolation 

This calculates new pixels by reading the horizontal and vertical 
neighboring pixels. It is a fast method of interpolation, and this was 
perhaps an important consideration in the early days of Photoshop, 
but I don’t see much reason to use it now for anything. 

Bicubic interpolation 

This provides better image quality when resampling continuous 
tone images. Photoshop reads the values of neighboring pixels 
vertically, horizontally and diagonally, to calculate a weighted 
approximation of each new pixel value. Photoshop intelligently 
guesses new pixel values, by referencing the surrounding pixels. 
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Bicubic Smoother 

This is the ideal choice when making pictures bigger, as it 
will result in smoother, interpolated enlargements. It has been 
suggested that you can also get good results using Bicubic Sharper 
when interpolating up before going directly to print. However, this 
ignores the fact that print sharpening should really be applied as 
a separate step after interpolating the image and the sharpening 
should ideally be tailored to the final output size (see Chapter 12). 
It is therefore always better to use Bicubic Smoother followed 
by a separate print sharpening step. This is because the smooth 
interpolation prevents any artifacts in the image from being 
over-emphasized and the sharpening can be applied at the correct 
amount for whatever size of print you are making. 

Bicubic Sharper 

This method should be used whenever you need to reduce an 
image in size more accurately. If you use Bicubic Sharper to 
dramatically reduce a master image in size, this can help avoid the 
stair-step aliasing that could sometimes occur when using the other 
interpolation methods. 

Step interpolation 

Some people might be familiar with the step interpolation 
technique, where you can gradually increase or decrease the image 
size by small percentages. This is not really necessary now because 
you can use Bicubic Sharper or Bicubic Smoother to increase or 
decrease an image size in a single step. Some people argue that for 
really extreme image size changes they still prefer to use the 10% 
step interpolation method. 

Bicubic Automatic 

In the Photoshop preferences you TI now notice that Bicubic 
Automatic is the default option. This automatically chooses the 
most suitable interpolation method to use when resizing an image. 
If you make a small size increase/decrease, it applies the Bicubic 
interpolation method. If upsampling to a greater degree, it uses 
Bicubic Smoother and if downsampling to a greater degree, it 
selects the Bicubic Sharper option. The same logic is also applied 
if you select the Bicubic Automatic option when transforming a 
layer. 


Planning ahead 

Once an image has been scanned at a 
particular resolution and manipulated, 
there is no going back. A digital file 
prepared for advertising usage may never 
be used to produce anything bigger than 
a 35 MB CMYK separation, butyou never 
know. It is therefore safer to err on the side 
of caution and better to sample down than 
have to interpolate up. It also depends on 
how much manipulation you intend doing. 
Some styles of retouching work are best 
done at a magnified size and then reduced 
in size afterwards. Suppose you wanted 
to blend a small element into a detailed 
scene. To do such work convincingly, you 
need to have enough pixels to work with to 
be able to see what you are doing. For this 
reason some professional retouchers will 
edita master file that is around 100 MB 
RGB or bigger even. 

Another advantage of working with 
large file sizes is that you can always 
guarantee being able to meet clients’ 
constantly changing demands, even 
though the actual resolution required to 
illustrate a glossy magazine double-page 
full-bleed spread is probably only around 
40-60 MB RGB or 55-80 MB CMYK. 
Some advertising posters may even 
require smaller files than this, because 
the print screen on a billboard pôster is 
that much coarser. When you are trying 
to calculate the optimum resolution you 
cannot rely on being provided with the 
right advice from every printer. 
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Raw to pixel image conversions 

Once a raw image has been rendered as 
a pixel image you cannot revert to the 
raw data version because the raw to pixel 
image conversion is a one-way process. 
Once you have done this, the only way you 
can undo something in the raw processing 
is to revert to the original raw image and 
generate a new pixel image copy. Although 
the goal of this book is to show you how to 
work as non-destructively as possible, this 
is the one step in the process where there 
is no going back and you therefore need 
to be sure that the photograph you start 
editing in Photoshop is as fully optimized 
as possible. In the case of JPEG images, 
you can editthese in Camera Raw if you 
like, or use Photoshop to carry out the 
image optimization. 

WYSIWYG image editing 

If you want true WYSIWYG editing (what 
you see is what you get), it is important 
that you follow the instructions laid out in 
Chapter 2 on how to calibrate the display 
and configure the color settings. Do this 
and you will now be ready to start editing 
your photographs with confidence. 


Basic pixel editing 

In Chapter 3 we explored the use of Basic panei adjustments in 
Camera Raw to optimize a photo before it is opened in Photoshop 
as a rendered pixel image. The following section is all about the 
main image adjustment Controls in Photoshop and how you can 
use these to fine-tune your images, or use them as an alternative to 
working in Camera Raw, such as when editing camera shot JPEGs 
or scanned TIFFs directly in Photoshop. 

If you intend bringing your images in via Camera Raw, it can 
be argued that Photoshop image adjustments are unnecessary, 
since Camera Raw provides you with everything you need to 
produce perfectly optimized photos. Even so, you will still find the 
information in this chapter important, as these are the techniques 
every Photoshop user needs to be aware of and use when applying 
things like localized corrections. The techniques discussed here 
should be regarded as essential foundation skills for Photoshop 
image editing. However you bring your images into Photoshop, 
you will at some point need to know how to work with the basic 
image editing tools such as Eevels and Curves. So, for now, let’s 
look at some basic pixel image editing principies and techniques. 

The image histogram 

The histogram graphically represents the relative distribution of 
the various tones (referred to as Eevels) that make up a digital 
photograph. For example, an 8-bit per channel grayscale image 
has a single channel and uses 256 shades of gray to describe 
all the leveis of tone from black to white. Black has a leveis 
value of 0 (zero), while white has a leveis value of 255 and all 
the numbers in between represent the different shades of gray 
going from black to white. The histogram is therefore like a bar 
graph with 256 increments, each representing how frequently 
a particular leveis number (a specific gray value) occurs in the 
image. Figure 5.6 shows a typical histogram such as you TI see in 
the Histogram, Eevels and Curves paneis. This diagram also shows 
how the appearance of the graph relates to the tonal structure of a 
photographic image. 

Now let’s look at what that information can actually tell us. The 
histogram graphically shows the distribution of tones in a digital 
image. A low-key photograph (such as the one shown in Figure 
5.6) will have most of the peaks on the left. Most importantly, it 
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Figure 5.6 Here is an image histogram that represents the distribution of tones from the 
shadowsto the highlights. Because this photograph mostly contains darktonesyouwiII 
notice that the leveis are predominantly located to the left end of the histogram. The height 
of each bar in the histogram indicates how frequently each leveis value is represented in the 
image based on a 0-255 scale. 


The Histogram panei 

A histogram is shown in the Leveis and 
Curves dialogs. There is also a separate 
Histogram panei (Figure 5.7), which 
when working in Photoshop, gives you 
even more feedback. With the Histogram 
panei, you can continuously observe 
the effect your image editing has on the 
image leveis and you can also check the 
histogram while making any type of image 
adjustment. The Histogram panei only 
provides an approximate representation 
of the image leveis. So, to ensure that the 
Histogram panei is giving an accurate 
representation of the image leveis, it is 
advisable to force Photoshop to update the 
histogram view, by clicking on the Refresh 
button at the top of the panei. 



Figure 5.7 The warning triangle in the 
Histogram panei indicates that you need 

shows the positioning of the shadow and highlight points. When to click on the Refresh button (circled) to 

you apply a tonal correction using Leveis or Curves, the histogram update it. 

provides visual clues that help you judge where the brightest 

highlights and deepest shadows should be. The histogram also tells 

you something about the condition of the image you are editing. 

If there are peaks jammed up at either ends of the histogram, this 
suggests that either the highlights or the shadows have become 
clipped and that when the original photograph was captured or 
scanned it was effectively under- or overexposed. Unfortunately, 
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Interpreting an image 

A digital image is nothing more than a 
bunch of numbers and it is howthose 
numbers are interpreted in Photoshop that 
creates the image you see on the display. 
We can use our eyes to make subjective 
judgements about how the picture 
looks, but we can also use the number 
information to provide useful and usable 
feedback. Plus we have the Histogram 
panei, which is also an excellent teaching 
tool and makes everything that follows 
much easierto understand. 


if the leveis are clipped at either end of the scale you can’t restore 
the detail that has been lost here. If there are gaps in the histogram 
at this stage, this most likely indicates a poor quality original 
capture or scan, or that the image had previously been heavily 
manipulated. 

Throughout this book I will try to guide you as best I can to 
work as efficiently and as non-destructively as possible. Even so, 
anything we do to adjust the leveis to make an image look better 
will always result in there being some data loss. This is quite normal 
and an inevitable consequence of the image editing process. The 
steps on the page opposite illustrate what happens when you edit a 
photograph. You will notice that as you adjust the input leveis and 
adjust the gamma (middle) input slider, you will end up stretching 
some of the leveis further apart and gaps may start to appear in the 
histogram. More importantly, stretching the leveis further apart 
can result in less well-defined tonal separation and therefore less 
detail in these regions of the image. This is particularly a problem 
at the shadow end of the scale because there are always fewer 
leveis of usable tone information in the shadows compared with the 
highlights (see the section on Digital exposure on page 184). While 
moving the gamma slider causes the tones on one side to stretch, it 
causes the tones on the other side to compress more and these can 
appear as spikes in the histogram. This too can cause data loss, 
sometimes resulting in flatter tone separation. 

The histogram can therefore be used to provide visual feedback 
on the leveis information in an image and indicate whether there is 
clipping at either end of the scale. However, does it really matter 
whether we obtain a perfectly smooth histogram or not? If you are 
preparing a photograph to go to a print press, you would be lucky 
to detect more than 50 leveis of tonal separation from any single 
ink plate. Therefore, the loss of a few leveis at the completed edit 
stage does not necessarily imply that you have too little digital 
tonal information from which to reproduce a full-tonal range 
image in print. Having said that if you begin with a bad-looking 
histogram, the image is only going to be in a worse State after it has 
been retouched. For this reason it is best to start out with the best 
quality scan or capture you can get. 
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Basic Leveis editing and the histogram 

This image editing example was carried out on an 8-bit RGB 
image, so it should come as no surprise that the histogram broke 
down as soon as I applied a simple Leveis adjustment (in the 
following section we are going to look at the advantages of editing 
in 16-bits per channel mode). 



1 Here is an image that displayed an evenly distributed range of tones in the accompanying 
Histogram panei view. 


laveis 




Channel. RGB 



Entire Image 


Mean. 149.73 Levei. 

Std Dev: 41.78 Count: 

Median: 147 Percentile: 

Pixels: 20944 Cache Levei: 1 


2 When I applied a Leveis image adjustment and dragged the middle (gamma) input 
slider to the left, this lightened the image and the Histogram panei on the right shows 
the histogram display after the adjustment had been applied. To understand what has 
happened here, this histogram represents the newly mapped leveis. The leveis in the 
section to the left of the gamma slider have been stretched and the leveis to the right of the 
gamma slider have now been compressed. 
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Bit depth status 

You can check the bit depth of an image 
quite easily by looking at the document 
window title bar, where it will indicate the 
bit depth as being 8,16 or 32-bit. 


Bit depth 

The bit depth refers to the maximum number of leveis per channel 
that can be contained in a photograph. For example, a 24-bit RGB 
color image is made up of three 8-bit image channels, where each 
8-bit channel can contain up to 256 leveis of tone, while a 16-bit 
per channel image can contain up to 32,768 data points per color 
channel, because in truth, Photoshop’s 16-bit depth is actually 
15-bit +1 (see the sidebar on page 325). 

JPEG images are always limited to 8-bits, but TIFF and PSD 
files can be in 8-bits or 16-bits per channel. Note though that 
Photoshop only offers 8-bits or 16-bits per channel modes for 
Standard integer channel images, while 32-bit support in Photoshop 
uses floating point math to calculate the leveis values. Therefore, 
any source image with more than 8-bits per channel has to be 
processed as a 16-bits per channel mode image. Since most 
scanners are capable of capturing at least 12-bits per channel data, 


Red channel (8 bit) 


I má 


Green channel (8 bit) 




Figure 5.8 The bit depth of an image is a mathematical description of the maximum 
leveis of tone that are possible, expressed as a power of 2. A bitmap image contains 2 
to the power of 1 (2 leveis of tone), in other words, black or white tones only. A normal 
Photoshop 8-bit grayscale image or an individual color channel in a composite color 
image contains 2 to the power of 8 (2 8 ) and up to 256 leveis of tonal information. When 
three RGB 8-bit color channels are combined together to form a composite color image, the 
result is a 24-bit color image that can contain up to 16.7 million shades of color (2 8 x 3). 


Blue channel (8 bit) 


M 


mm 
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this means that scanned images should ideally be saved as 16- 
bits per channel images in order to preserve all of the 12-bits per 
channel data. 

In the case of raw files, a raw image contains all the original 
leveis of capture image data, which will usually have been 
captured at a bit depth of 12-bits, or even 14-bits per channel. 
Camera Raw image adjustments are mostly calculated using 16- 
bits per channel, so once again, all the leveis information that is in 
the original can only be preserved when you save a Camera Raw 
processed raw image using 16-bits per channel mode. 

8-bit versus 16-bit image editing 

A higher bit depth doesnT add more pixels to an image. Instead, 
it offers a greater levei of precision to the way tone information is 
recorded by the camera or scanner sensor. One way to think about 
bit depth is to consider the difference between having the ability 
to make measurements with a ruler that is accurate to the nearest 
millimeter, compared with one that can only measure to the nearest 
centimeter. 

There are those who have argued that 16-bit editing is a futile 
exercise because no one can tell the difference between an image 
that has been edited in 16-bit and one that has been edited in 8-bit. 
Personally I believe this to be a foolish argument. If a scanner 
or camera is capable of capturing more than 8-bits per channel, 
then why not make full use of the extra tonal information? In the 
case of film scans, you might as well save the freshly scanned 
images using the 16-bits per channel mode and apply the initial 
Photoshop edits using Leveis or Curves in 16-bits mode. If you 
preserve all the leveis in the original through these early stages 
of the edit process, you’11 have more headroom to work with and 
avoid dropping useful image data. It may only take a second or two 
longer to edit an image in 16-bits per channel compared with when 
it is in 8-bit, but even if you only carry out the initial edits in 16-bit 
and then convert to 8-bit, you TI retain significantly more image 
detail. 

My second point is that you never know what the future 
holds in store for us. On pages 356-359 we shall be looking 
at Shadows/Highlights adjustments. This feature can be used to 
emphasize image detail that might otherwise have remained hidden 


Why is 16-bits really 15-bits? 

If you have a keen knowledge of math, 
you will notice that Photoshop’s 16-bits 
per channel mode is actually 15-bit as it 
uses only 32,768 leveis out of a possible 
65,536 leveis when describing a 16-bit 
mode image. This is because having a 
tonal range that goes from 0 to 32,767 
is more than adequate to describe the 
data coming off any digital device. Also, 
because from an engineering point of view, 
15-bit math calculations give you an exact 
midpointvalue, which can be importantfor 
precise layer blending operations. 
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Camera Raw and bit depth output 

lf you use Camera Raw to process a raw 
camera file or a 16-bit TIFF, the Camera 
Raw edits will all be carried out in 16- 
bits. If you are satisfied with the results 
obtained in Camera Raw and you have 
managed to produce a perfectly optimized 
image, it can be argued there is less harm 
in converting such a file to an 8-bits 
per channel mode image in Photoshop. 
Flowever, as I mentioned in the main 
text, you never know when you might 
be required to adjust an image further. 
Keeping a photo in 16-bits gives you 
the peace of mind, knowing thatyouVe 
preserved as many leveis as possible that 
were in the original capture orscan. 


in the shadows or highlight areas. This feature exploits the fact 
that a deep-bit image can contain lots of hidden leveis data that 
can be further manipulated to reveal more detail in the shadows or 
highlights. A Shadows/Highlights adjustment can still work just 
fine with 8-bit images, but you’ll get better results if you open your 
raw processed images as 16-bit photos or scan in 16-bit per channel 
mode first. 

Photoshop also offers extensive support for 16-bit editing. 
When a 16-bit grayscale, RGB, CMYK or Lab color mode image 
is opened in Photoshop you can crop, rotate, apply all the usual 
image adjustments, use any of the Photoshop tools and work 
with layered files. The main restriction is that there are only a 
few filters that can work in 16-bits per channel mode, such as the 
Lens Correction and Liquify filter. You may not feel the need to 
use 16-bits per channel all the time, but I would say for criticai 
jobs where you don’t want to lose an ounce of detail, it is essential 
to make at least all your preliminary edits in 16-bits per channel 
mode. 

In the tutorial shown opposite, I started with an image that was 
in 16-bits mode and created a duplicate version that was converted 
to 8-bits. I then proceeded to compress the leveis and expand them 
again in order to demonstrate how keeping an image in 16-bits 
per channel mode provides a more robust image mode for making 
major tone and color edits. Admittedly, this is an extreme example, 
but preserving an image in 16-bits offers a significant extra margin 
of safety when making everyday image adjustments. 

16 -bit and color space selection 

Ever since the advent of Photoshop CS, it has been possible to edit 
extensively in 16-bits per channel mode. One of the advantages 
this brings is that we are no longer limited to editing in relatively 
small gamut RGB workspaces. If you edit using 16-bit, it is 
perfectly safe to use a large gamut space such as ProPhoto RGB 
when you are editing in 16-bits per channel mode because you TI 
have that many more data points in each color channel to work with 
(see the following section on RGB edit spaces). 
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Comparing 8-bit with 16-bit editing 




Presel; t Cusiom 


<P «U fl ' * ' • 


Pra-jHríies [ 

So Levei* 




1 Here, I started outwith afull color image 
thatwasin 16-bits perchannel modeand 
created a duplicate that was converted to 
8-bits perchannel mode. 

2 With each version I applied two sequential 
Leveis adjustment layers. The first (shown 
here on the left) compressed the output leveis 
to an output range of 110-136.1 then applied 
a second Leveis adjustment layer in which I 
expanded these leveis to 0-255 again. 

3 The outeome of these two sequential 
Leveis adjustments can clearly be seen when 
examining the individual color channels. On 
the left you can see the image histogram for 
the 8-bit file green channel after these two 
adjustments had been applied and on the 
rightyou can see the histogram of the 16-bit 
file green channel after making the same 
adjustments. As you can see, with the 8-bit 
version there is noticeable banding in the sky 
and lots of gaps in the histogram. Meanwhile, 
the 16-bit version exhibits no banding and 
retainsasmooth histogram. 
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Color Settings 



Settings: Euro prepress cus tom _ 



Figure 5.9 The Color Settings dialog. 


The RGB edit space and color gamut 

One of the first things you need to do when you configure 
Photoshop is to choose an appropriate RGB edit space from the 
RGB Working Spaces menu in the Edit o Color Settings dialog 
(Figure 5.9). 

For photo editing work, the choice really boils down to Adobe 
RGB or ProPhoto RGB. The best way to illustrate the differences 
between these two RGB color spaces is to consider how colors 
captured by a camera or scanner are best preserved when they are 
converted to print. Figure 5.10 shows (on the left) top and side 
views of a 3D plot for the color gamut of a digital camera, seen 
relative to a wire frame of the Adobe RGB working space. Next to 
this you can see top and side views of a glossy inkjet print space 
relative to Adobe RGB. You will notice here how the Adobe RGB 





Figure 5.10 This diagram shows on the left, a top and side view of the gamut of a digital 
camera source space plotted as a solid shape within a wire frame shape representing the 
color gamut of the Adobe RGB edit space. On the right is a top and side view of the gamut 
of a glossy inkjet printer color space plotted as a solid shape within a wire frame of the 
same Adobe RGB space. 


328 
































Chapter 5 


Image editing essentials 


edit space clips both the input and output color spaces. This can 
be considered disadvantageous because all these potential colors 
are clipped as soon as you convert the capture data to Adobe 
RGB. Meanwhile, Figure 5.11 offers a direct comparison showing 
you what happens when you select the ProPhoto RGB space. 

The ProPhoto RGB color gamut is so large it barely clips the 
input color space at all and is certainly big enough to preserve 
all the other colors through to the print output stage. In my view, 
ProPhoto RGB is the best space to use if you really want to 
preserve all the color detail that was captured in the original photo 
and see those colors preserved through to print. 

The other choice I should mention is the sRGB color space, but 
this is only really suited for Web output work (or when sending 
pictures to clients via email). 


Is ProPhoto RGB too big a space? 

In the past there have been concerns 
that the ProPhoto RGB space is so huge 
that the large gaps between one levefs 
data point and the next could lead to 
posterization. This might have been a 
valid argumentwhen images were mainly 
edited in 8-bits per channel throughout. 

In practice, you can edit a ProPhoto RGB 
image in 16-bits or 8-bits per channel 
mode, but 16-bits is safer. Plus these days 
you can use Camera Rawto optimize an 
image prior to outputting as a ProPhoto 
RGB pixel image. 



Figure 5.11 This diagram shows on the left, a top and side view of the gamut of a digital 
camera source space plotted as a solid shape within a wire trame shape representing the 
color gamut of the ProPhoto RGB edit space. On the right is a top and side view of the 
gamut of a glossy inkjet printer color space plotted as a solid shape within a wire frame of 
the same ProPhoto RGB space. 
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Mode 
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Figure 5.12 This shows the basic workflow 
for applying a normal image adjustment. Go to 
the Image o Adjustments menu and choose 
an adjustment type. In this example I selected 
Leveis..adjusted the settings and clicked 
OK to permanently apply this adjustment to 
the image. 


Direct image adjustments 

Most Photoshop image adjustments can be applied in one of two 
ways. There is the traditional, direct adjustment method where 
image adjustments can be accessed via the Image o Adjustments 
menu and applied to the whole image (or image layer) directly. 
Figure 5.12 shows an example of how one might apply a basic 
Leveis adjustment. Here, I had an image open with a Background 
layer, I went to the Image Adjustments menu and selected 
‘Leveis...’ ( EH9 )• This opened the Leveis dialog where I 

was able to apply a permanent tone adjustment to the photograph. 

Direct image adjustments are appropriate for those times where 
you don’t need the editability that adjustment layers are able to 
offer. They are also applicable when editing an alpha channel or 
layer mask, since you can’t use adjustment layers when editing 
Photoshop channels. Lastly, the Shadows/Highlights command 
is not available as an adjustment layer and can only be applied 
directly to an image. Although, having said that, you can always 
apply a Shadows/Highlights adjustment as a Smart Filter to a 
Smart Object layer (see page 596 for more about smart filters). 

Adjustment layers approach 

With adjustment layers, an image adjustment can be applied in the 
form of an editable layer adjustment. Adjustment layers can be 
added to an image in several ways. You can go to the Layer o New 
Adjustment layer submenu, or click on the Add new adjustment 
layer button in the Layers panei to select an adjustment type. 

As well as this you can also use the Adjustments panei to select 
and add an adjustment layer, where the Properties panei, in the 
adjustment Controls mode, displays the adjustment Controls. In the 
Figure 5.13 example you’11 see I again started out with an image 
with a Background layer. I went to the Adjustments panei and 
clicked on the Leveis adjustment button (circled in yellow). This 
added a new Leveis adjustment layer above the Background layer 
and the Properties panei showed the Leveis adjustment Controls for 
this new adjustment layer. 

There are several advantages to the Adjustment layer approach, 
especially with the way the options are now presented in 
Photoshop. First of all, adjustment layers are not permanent. If you 
decide to undo an adjustment or readjust the settings, you can do 
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so at any time. Adjustment layers offer the ability to apply multiple 
image adjustments and/or fills to an image and for the adjustments 
to remain ‘dynamic’. In other words, an adjustment layer is an 
image adjustment that can be revised at any time and allows the 
image adjustment processing to be deferred until the time when 
an image is flattened. The adjustments you apply can also be 
masked when you edit the associated layer mask and the mask can 
also be refined using the Masks mode in the Properties panei. Best 
of all, adjustment layers are no longer restricted to a modal State 
where you have to double-click the layer first in order to access the 
adjustment Controls. With the Properties panei you have the ability 
to quickly access the adjustment layer settings any time you need to. 
In addition to this you can easily switch between tasks. So, if you 
click on an adjustment layer to select it, you can paint on the layer 
mask, adjust the layer opacity and blending options and have full 
access to the adjustment layer Controls via the Properties panei. 

The beauty of adjustment layers is that they add very little to 
the overall file size and are much more efficient than applying an 
adjustment to a duplicate layer. Images that contain adjustment 
layers are savable in the native Photoshop (PSD), TIFF and PDF 
formats. 

Adjustments panei Controls 

Figure 5.14 shows the default Adjustments panei view, where you 
can click on any of the buttons to add a new image adjustment. 

The button icons may take a little getting used to at first, but you 
can refer to the summary list on the page opposite to help identify 
them and read a brief summary of what each one does. Note that 
if you have the ‘Show Tool Tips’ option selected in the Photoshop 
Interface preferences, the tool tips feature displays the names of 
the adjustments as you roll the cursor over the button icons. 

Properties panei Controls 

Once you are in the Properties panei there are two modes of 
operation. There is the Mask Controls mode, which I describe 
later on page 376, and also an ‘adjustment Controls’ mode. The 
Properties panei will by default display the ‘adjustment Controls’ 
mode when an adjustment layer is first created (Figure 5.15). 




Figure 5.13 This shows the adjustment layer 
workflow. Go to the Adjustments panei and 
choose an adjustment type (in this example 
Leveis, which I circled in yellow) and make the 
adjustment, which will then be added as a new 
adjustment layer. The adjustment contrais are 
now displayed in a Properties panei. You can 
also mouse down on the Add Adjustment layer 
button in the Layers panei (circled in blue) to 
add a new adjustment layer. 
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Adjustment panei options 
Brightness/Contrast 

A basic brightness and contrast tone 
adjustment. 

Leveis 

To set clipping points and adjust gamma. 

|g Curves 

Used for more accurate tone adjustments. 

|H Exposure 

Primarily for adjusting the brightness of 
32-bit images. 

| V Vibrance 

A tamer saturation adjustment control. 

|E3 Hue/Saturation 

A color adjustment for editing hue color, 
saturation and lightness. 

Color Balance 

Basic color adjustments. 

g] Black & White 

Used for simple black and white conversions. 

|Ê5 Photo Filter 

Adds a coloring filter adjustment. 

jr Channel Mixer 

For adjusting the balance of the individual 
color channels that make up a color image. 

jg Color Lookup 

To add a color lookup adjustment. 

|ã Invert 

Converts an image to a negative. 

|E2 Posterize 

Used to reduce the number of leveis in an 
image. 

|B Threshold 

Reduces the number of leveis to 2 and 
allows you to set the midpoint threshold. 

S Selective Color 

Apply CMYK selective color adjustments 
based on RGB or CMYK colors. 

|C Gradient Map 

Lets you use gradients to map the output 
colors. 



Adjustments 
panei menu 


Adjustments panei 
buttons 


Figure 5.14 The Adjustments panei showing the adjustment buttons. 


Adjustment contrais button Mask contrais button 

Prç perties j__^__ 

úàL D Leveis 


Preset | Custom 



Properties 
% panei menu 

Adjustment 

presetslist 


^ 

__ 

Layer clipping control 



** « JB— 


Delete the 
adjustment layer 


Toggle visibility on/off 


Click (and hold down) to view 
previous image State (O) 


Reset to default adjustment setting 


Figure 5.15 This shows the Properties panei with a Leveis adjustment selected. 
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As you click on any other adjustment layers in the Layers panei 
to select them, the Properties panei will update to show the Controls 
and settings for that particular layer. Note that double-clicking a 
layer opens up the Properties panei if it is currently hidden. 

You can click on the Presets pop-up menu to quickly access one 
of the pre-supplied adjustment settings. Here, you might want to 
select each in turn, to see what each effect does, but without adding 
a new adjustment layer. Once you have configured a particular 
adjustment you can go to the Properties panei menu and choose 
Save Preset... to save as a custom adjustment setting. This will 
then appear appended to the Preset list as a custom setting. 

The middle section contains the main adjustment Controls for 
whatever adjustment you are currently working on. 

At the bottom you have, on the far left, the adjustment layer 
clipping control button, which lets you determine whether a new 
adjustment is applied to all the layers that appear below the current 
adjustment layer, or are clipped just to the layer immediately 
below. Next to this is a button for switching between the previous 
State and the current edited State, where if you click and hold the 
mouse down (or hold down the O key), you can see what the 
image looked like before the last series of image adjustments had 
been applied to it. Next to this is a Reset button for canceling the 
most recent adjustments, but you can also use the undo command 
I71Q to toggle undoing and redoing the last adjustment 

and use the shortcut to progressively undo a 

series of adjustment panei edits. Next to this is an eyeball icon for 
turning the adjustment layer visibility on or off and lastly a Delete 
button. When you click on this it will delete the current adjustment 
layer. The Properties panei will remain open though and simply 
say ‘No Properties’ at the top. 

Keeping the focus on the Properties panei 

The Photoshop adjustment layers behavior has evolved over the 
last three versions such that adjustment layer editing is now no 
longer modal. This is mostly a good thing, but losing the modality 
means that you must first use the wrnsrn keyboard command 
in order to enter a ‘Properties panei edit mode’ where, for example, 
pressing the t£Zs) key allows you to jump from one field to the next. 
Simply press the key to exit the Properties panei edit mode. 
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Auto image adjustments 

The Auto button sets the clipping points 
automatically. Use ^3 ^3-click to open 
the Auto Options dialog (the Auto settings 
are covered later in this chapter). 



Figure 5.16 This histogram shows an image 
that contains a full range of tones, without 
any shadow or highlight clipping and no gaps 
between the leveis. 



Figure 5.17 A histogram with a comb-like 
appearance indicates that either the image 
has already been heavily manipulated or an 
insufficient number of leveis were captured in 
the original scan. 


Leveis adjustments 

There was a time when every Photoshop edit session would begin 
with a Leveis adjustment to optimize the image. These days, if 
you use Camera Raw to process your raw or JPEG photos, there 
shoukhTt be so much need to use Leveis for this purpose - you 
should already have optimized the shadows and highlights during 
the Camera Raw editing. However, it is important and useful to 
understand the basic principies of how to apply Leveis adjustments 
since there are still times when it is more convenient to apply a 
quick Leveis adjustment to an image, rather than use Camera Raw. 
Direct Leveis adjustments are always useful for editing channels 
and layer masks and you can also use Leveis adjustment layers 
to create dodging or burning layers. The main Leveis Controls are 
shown below in Ligure 5.18. 

Gammaslider 


Presets list 


Input shadows 
slider 


Output shadows 
slider 


Figure 5.18 This shows a view of the Properties panei when adding a Leveis adjustment. 
The Input sliders are just below the histogram display and you can use these to adjust the 
input shadows, highlights and gamma (the relative image brightness between the shadows 
and highlights). Below this are the Output sliders and you use these to set the output 
shadows and highlights. It is best notto adjust the Output sliders unless you are retouching 
a prepress file in grayscale or CMYK, or you deliberately wish to reduce the output contrast. 

Analyzing the histogram 

Leveis adjustments can have a big effect on the appearance of 
the histogram and so it is important to keep a close eye on the 
histogram shown in the Leveis dialog/Properties panei as well as 
the one in the Histogram panei itself. Ligure 5.16 shows a nice, 
smooth histogram where the image was recently optimized in 
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— Input highlights 
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Camera Raw before being opened in Photoshop, while Figure 5.17 
shows the histogram for an image thafs obviously been heavily 
manipulated in Photoshop. In Figure 5.19 you can see how the 
blacks are quite heavily clipped and most of the leveis are bunched 
up to the left, while in Figure 5.20 the highlights are clearly 
clipped. Although, as I explain below, it isn’t necessarily a bad 
thing to sometimes clip the shadows or highlights in this way. 



Figure 5.19 lf the leveis are bunched up towards the left, this is a sign of shadow 
clipping. With this image itwas probably a good thing to letthe darkest shadows clip. 




Figure 5.2 lf the leveis are bunched up towards the right, the highlights may be clipped. 
However, in this example it was desirable to let some of the highlights burn out to white. 
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Using Leveis to improve the contrast 


1 Here is a photograph that is in need of a 
contrast boost. The Histogram panei below 
shows a histogram of the image’s leveis and 
as you can see, the tonal contrast could be 
improved here by expanding the leveis. To do 
this I could choose to add a Leveis adjustment 
layer. 




2 One way you can use Leveis to improve the 
tonal contrast is to simply look at the histogram 
in the Leveis adjustment and drag the Input 
sliders inwards until they meet either end of 
the histogram. However, you can get a better 
idea of where to set the endpoints by enabling 
the ‘threshold display’ mode. To do this, I held 
down the Q fS) key as I dragged the Input 
shadow leveis slider inwards. The preview now 
showed a threshold mode view that enabled 
me to discern more easily where the darkest 
shadows were in the picture. The threshold 
view you see here is rather extreme, so I would 
want to back off from this setting, otherwise 
the shadows would be too clipped. The general 
idea here is that the blackclipping inthe 
threshold mode preview indicates the points at 
which the blackest blacks will be clipped. 
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3 The same technique can also be applied 
when adjusting the highlights. Here, I held 
down the Q fD key as I dragged the 
Highlight slider inwards. As I did this the 
threshold display mode started off completely 
black and the lightest points in the image 
(where I mightwantto clip the highlights) 
appeared first as I dragged the Highlight 
input leveis slider inwards. As in the previous 
example, this preview shows an extreme 
adjustment so I needed to ease off a bit and 
search for the lightest highlight point and 
then maybe reduce the clipping slightly 
since I didn’twant to risk clipping any ofthe 
important (non-specular) highlight detail (see 
page 180 for more about how to clip the 
highlights). 

4 Here is the final version, which shows how 
the image in Step 1 looked after I had added 
the Leveis adjustment layer described here. 
The leveis in the photograph were expanded 
to reveal a fuller range of tones and as you can 
see, the Histogram panei view confirms this. 
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Are Curves all you need? 

I have become a firm believer in trying to 
make Photoshop as simple as possible. 
There are 22 different items listed in the 
Image Adjustments menu and of these I 
reckon that you can achieve almost all the 
image adjustments you need by using just 
Curves and Hue/Saturation. While Curves 
can replace the need for Leveis, I do still 
like to use the Leveis dialog, because it is 
nice and simple to work with, plus there 
are also a lot of tutorials out there that rely 
on the use of Leveis. You are still likely to 
come across lots of suggestions on ways 
to tonally adjust images by various means. 
And you know what? In most cases these 
techniques can often be summarized with 
a single Curves adjustment. It’s just that it 
can sometimes actually work out quicker 
(and feel more intuitive) to use a slightly 
more convoluted route. In Photoshop there 
is often more than one way to achieve a 
particular effect, butto quote Fred Bunting: 
there are always those techniques that are 
‘more interesting than relevant.’ 


Curves adjustment layers 

Any image adjustment that can be done using Leveis can also be 
done using Curves, except Curves allows you to accurately control 
the tonal balance and contrast of the master composite image as 
well as the individual color channels. You can also target specific 
points on the Tone Curve and remap the pixel values to make them 
lighter or darker and adjust the contrast in that tonal area only. 

As with all the other image adjustments, there are two ways 
you can work with Curves. There is the direct route (using the 
Image o Adjustments menu) and the adjustments layer method 
described here. In the case of Curves, the two layouts are quite 
different and I have chosen to concentrate on the adjustments 
layer Properties panei here first because I believe this method is 
more useful for general image editing. However, the direct Curves 
dialog does offer some unique legacy features that are still worth 
mentioning. 

Figure 5.21 shows the Properties panei displaying the Curves 
Controls, where the default RGB units are measured in brightness 
leveis from 0 to 255 and the curve line represents the output tonal 
range plotted against the input tonal range, going from 0 in the 
bottom left corner to 255 leveis top right. The vertical axis represents 
the output and the horizontal axis the input values (and the numbers 
correspond to the leveis scale for an 8-bit per channel image). When 
you edit a CMYK image, the input and output axis is reversed and 
the units are measured in ink percentages instead of leveis. The 
Curves grid normally uses 25% increments for RGB images and 
10% increments for CMYK images, but you can toggle the Curves 
grid display mode by ^9 ^0-clicking anywhere in the grid. 

Lefs now look at the Curves control options. In the Controls 
section you have a channel selection menu. This defaults to RGB 
or CMYK, meaning that all channels are affected equally by the 
adjustments you make. You can however use this menu to select 
specific color channels, which can be useful for carrying out color 
corrections (see Figure 5.22). The Auto button in Curves is the 
same as the one found in Leveis. When you click on this button, 
it applies an auto adjustment based on how the auto settings are 
configured (see Auto image adjustments on page 360). 

If you double-click the eyedroppers, you can edit the desired 
black point, gray point and white point colors and then use these 
eyedroppers to click in the image to set the appropriate black, 
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Figure 5.21 The Curves dialog represents the relationship between the input and output 
leveis plotted as a graph. In this example, the shadow end of the curve has been dragged 
inwards (just as you would in Leveis), in order to set the optimum shadow clipping point. 
You can control both the lightness and the contrast of the image by clicking on the curve 
line to add curve points and adjustthe shape of the curve. 

gray and white point values. There was a time in the early days 
of Photoshop where the eyedropper Controls were important, but 
there are two reasons why this is less the case now. Firstly, you 
can accurately set the black and white clipping points in Camera 
Raw (as described on pages 178-181) and secondly, the color 
management system in Photoshop automatically maps the black 
point for you when you convert an image to CMYK, or uses the 
Photoshop Print dialog to make a color managed print output. 
However, the gray eyedropper can still prove useful for auto color 
balancing a photo (as described on page 364). 

The Input leveis sliders work the same way as those in Leveis 
and you can drag these with the Q0 key held down to access 
the threshold view mode that was described on the previous two 
pages. The Input and Output boxes provide numeric feedback 
for the current selected curve point so that you can adjust the 
curve points more precisely. You may sometimes see a histogram 
warning appear. This tells you that the histogram displayed in the 



Figure 5.22 The default setting for Leveis 
or Curves applies the corrections to the 
composite of the color channels. If you mouse 
down on the Channel menu, you can choose to 
edit individual color channels. This is howyou 
can use Curves to make color adjustments. 
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Figure 5.23 When the cursor is dragged 
overthe image, a hollow circle indicates where 
the tone value isonthe curve. 

Adding curve point tip 

In non-target adjustmenttool mode, ifyou 
select the eyedropper tool from the tools 
panei, you can §3 ®-click to add a 
point to the curve. 
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grid area is not an accurate reflection of what the true histogram 
should be and if you click on this, it forces an update of the 
histogram view. The Curves dialog uses the Point curve editor 
mode by default, but there is also a pencil button for switching to a 
draw curve mode, which allows you to draw a curve shape directly. 
While in ‘draw curve’ mode the ‘Smooth curve shape’ button is 
made active and clicking on this allows you to smooth a drawn 
curve shape. Overall, you are unlikely to need to use the draw 
curve mode when editing photographic images. 

On-image Curves editing 

If you click on the target adjustment tool button to activate it and 
move the cursor over the document window, you will notice a 
hollow circle that hovers along the curve line. This shows you 
where any part of the image appears on the curve and if you then 
click on the image a new curve point is added to the curve (Figure 
5.23). However, if you click to add a curve point and at the same 
time drag the mouse up or down, this also moves the curve up and 
down at where you just added the curve point. This means that 
when the target adjustment tool mode is active, you can click and 
drag directly on the image to make specific tone areas lighter or 
darker (see the step-by-step example shown opposite). If you get 
the cursor to hover over an existing curve point on the curve you 
can RH QBJ-click to delete it from the curve line. Note that there 
is also an ‘Auto-Select Targeted Adjustment Tool’ Properties panei 
menu option that automatically selects the target adjustment tool 
whenever a Curves adjustment layer is made active. With both 
the eyedropper and the target adjustment tool methods, the pixel 
sampling behavior is determined by the sample options set in the 
Options bar. Figure 5.24 shows a view of the Options bar while 
the target adjustment tool is active. If a small sample size is used, 
the curve point placement can be quite tricky, because the hollow 
circle will dance up and down the curve as you move the cursor 
over the image. If you select a large sample size this averages out 
the readings and will make the cursor placement and on-image 
editing a much smoother experience. 


3 


Figure 5.24 The target adjustment tool options bar showing the Sample Size options. 
For on-image selections it can be useful to choose a large sample size. 
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1 I deliberately chose a photograph that lacked contrast in orderto demonstrate how the 
on-image curves editing works. To begin with I added a new Curves adjustment layer. I 
clicked on the target adjustment tool button (circled) and made sure that I had set a large 
sample size in the target adjustment tool options. 



2 As I moved the cursor over the image I was ableto clickwith the mouse to add new 
points to the curve. As I dragged the cursor upwards, this raised the curve upward and 
lightened the tones beneath where I had clicked. Likewise, as I dragged downwards I was 
able to darken those areas of the image. 
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When to use direct Curves 

The same principies apply here as with 
the Leveis adjustments. Adjustment layer 
Curves are the ideal solution for most 
image editing tasks, but if you wish to edit 
individual Photoshop channels or a layer 
mask, the only way to do this is by using a 
direct Curves adjustment. 

Auto Option 

The Auto option in the Properties panei 
for Leveis, Curves and Brightness and 
Contrast applies the new ‘Enhance 
brightness and contrast’ auto algorithm. 

If you ^9^3-click the Auto button in 
Leveis or Curves, or click the Options... 
button in the direct Leveis and Curves 
dialogs, this allows you to override the 
default auto correction behavior. For more 
information about auto corrections, please 
refer to page 360. 


Direct Curves dialog 

Many of the options in the direct Curves dialog tSIMM ) 

are the same as those that can be found in the Properties panei. 
There are a few differences though. There is a Show Clipping 
option for turning on the shadow and highlight clipping threshold 
preview when dragging the black point or white point input sliders. 
As with adjustments layers, the Light Curves mode is shown for 
RGB images (which shows the leveis range from 0-255) and the 
Pigment/Ink Curves mode for CMYK images, where the curves 
values are expressed as percentages (the Pigment/Ink Curves mode 
is preferable for repro users who prefer to see the output values 
expressed as ink percentages when editing CMYK images). In 
the direct Curves dialog the Curve Display Options section at the 
bottom allows you to manually choose between the Light Curves 
mode or the Pigment/Ink Curves mode, regardless of the color 
mode the image is in. There are also button options to switch 
between showing 25% or 10% increments in the graph display, 
although you can toggle the display by ^9^0-clicking in the 
graph area (just as you can in the Properties panei). 

The remaining options are normally on all the time in the 
Curves dialog. They are also enabled in the Properties panei, but 
the Curves dialog allows you to disable them. If you check the 
Channel Overlays option, this lets you toggle seeing the individual 
color channel curves as you edit the main composite channel 
curve (as seen in Figure 5.25). The Histogram box lets you toggle 
displaying the ‘cached’ histogram within the grid area, while 
checking the Baseline option allows you to toggle displaying 
the Standard reference line to compare your curve movements 
to. Lastly, the Intersection Line option allows you to toggle 
temporarily displaying the intersection lines seen as you mouse 
down on a curves point. This feature is there so that you can more 
easily reference a curve point against the outline of the histogram. 

Saving and loading curves 

Curve settings can be saved by going to the Curves options menu 
(circled in Figure 5.26) and selecting the Save Preset... option. 
Once you have named and saved a setting, the preset will then be 
accessible via the Presets list menu that appears at the top of both 
the Curves dialog and Properties panei. To delete a preset, make it 
active, go to the Curves options menu and select ‘Delete Current 
Preset’. 
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Figure 5.25 Q©-clicking anywhere inside the grid area allows you to switch the 
grid unitsfrom 25% (Light) to 10% (Pigment/lnk) increments. 
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Figure 5.26 You can save any Curves adjustment as a custom preset by choosing Save 
Preset... from the Curves menu (circled). This pops the Save dialog shown here. Once a 
Curves setting has been saved, it will appear listed in the Curves Preset menu. A Curves 
setting must include the .csv extension. Without it you cannot load it back into Curves. You 
can save a Curves setting whereveryou like, but it will only remain in the Presets list if you 
store it in the default Curves folder. 
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Threshold mode preview 

The Curves input sliders work exactly like 
the ones found in Leveis. You can preview 
the shadow and highlight clipping by 
holding down the ^9 03 key as you 
drag on the shadow and highlight sliders 
circled in the Properties panei views 
shown in Figures 5.27 and 5.28. 


Using Curves in place of Leveis 

You can adjust the shadow and highlight leveis in Curves in exactly 
the same way as you would using Leveis. For example, you have 
the Input shadows and Input highlights sliders and you can drag 
these inwards to clip the shadow and highlight leveis (Figure 5.27). 
In Leveis you alter the relative brightness of the image by adjusting 
the gamma slider, while in the Curves adjustment you can add a 
single curves point and move it left to lighten or right to darken. 


Output leveis adjustments 

If you select a shadow or highlight curves point and move it up or 
down, you can adjust the output leveis for the shadows or highlights, 
Figure 5.28 shows how to apply equivalent tone adjustments to the 
output leveis in Leveis and Curves, while Figure 5.29 shows some 
further examples of where the output leveis have been adjusted. 




Figure 5.27 The Leveis and Curves panei settings shown here can both be used to apply 
identical adjustments to an image. In the Leveis adjustment example I moved the shadows 
and highlight Input leveis sliders inwards. You will notice that the Curves adjustment 
has an identical pair of sliders with which you can map the shadow and highlight input 
leveis. In the Leveis adjustment you will notice how I moved the gamma slider to the 
right, to darken the midtones. In the Curves adjustment one can add a point midway 
along the curve and drag this to the right to achieve an identical kind of ‘Gamma’ midtone 
adjustment. 
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Figure 5.28 The Leveis and Curves settings shown here will also apply identical 
adjustments. In the Leveis adjustment I kept the input leveis the same and adjusted the 
output leveis to produce an image where the optimized leveis were mapped to a leveis 
range of 20-210. In the Curves dialog you can see the highlight point is selected and the 
curve point has been moved downwardsto showa corresponding output value of 210 (the 
same value as the one entered in the Leveis output leveis). 



Figure 5.29 Setting the output leveis to something otherthan zero isn’t something you 
would normally wantto do, exceptforthose times where you specifically wantto dull down 
the tonal range of an image. In the example shown here, the left section shows standard 
optimized leveis, the middle section shows the same image with reduced highlight output 
leveis and the right section shows the image with reduced shadow output leveis. 
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Using Curves to improve contrast 

So far I have shown how a Leveis or Curves adjustment can be 
used to expand the leveis in order to achieve an image in which 
the tones have been fully optimized. However, there are also times 
where you may wish to modify the contrast, but without clipping 
the leveis at either end of the histogram. This is where Curves 
adjustments come into their own, because Curves allows you to 
modify the image tonal contrast with fine-tuned precision. 

Figures 5.30-5.32 show three examples of how you can use a 
Curves adjustment to manipulate the contrast. In Figure 5.30, the 
shadows and highlights had been optimized, but the curve was left 
as a straight line between these two points. In Figure 5.31, two 
curve points were added to create an inverted ‘S’-shaped curve. 

In this example you will notice that although the shadows and 
highlights had again been optimized, there was now a decrease 
in contrast in the midtone areas. This occurred where the curve 
was at its shallowest. In Figure 5.32, two curve points were added 
to create an ‘S’-shaped curve. By steepening the curve you can 
increase the contrast in the tones that reside in that portion of the 
curve. 

When you first start working Curves you should aim to add just 
a few points at a time. As you develop your Photoshop skills you 
can try adding more points, but as you do so, take care to maintain 
a nice smooth curve shape. Adding more points (especially if 
they are set too close together) can cause sharp kinks in the curve, 
which in turn can produce an undesirable ‘solarized’ look, or 
possibly create some banding. 

Curves luminance and saturation 

A Normal blend mode Leveis or Curves adjustment will adjust 
both the luminance and the color in an image. This means that 
as you steepen the curve to increase the contrast, you will at the 
same time increase both the luminance and color contrast. It can 
therefore be handy to filter a Curves adjustment by choosing a 
Luminosity blend mode to target the luminance contrast only, or a 
Color blend mode to target the color contrast only (see page 348). 
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Figure 5.30 This view shows an image where the Curves adjustment simply optimized 
the input shadows and highlights and no further adjustments were applied to the curve. 



Figure 5.31 In this example I decreased the contrast by adding two curve points to 
create an inverted ‘S’-shaped curve. 
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Easier blend mode access 

One of the main benefits of the adjustment 
layers approach is thatyou can switch 
easily between editing the adjustment 
contrais in the Properties panei and 
adjusting the layer opacity and blend mode 
settings. 
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Figure 5.33 The Edit o Fade dialog. 


Luminosity and Color blending modes 

One of the problems you may encounter when applying Normal 
blend mode tone adjustments is that as you use Leveis or Curves 
to adjust the tonal balance of a picture, the adjustments you 
make simultaneously affect the color saturation as well. In 
some instances this might be a desirable outcome. For example, 
whenever you start off with a Hat image that requires a major 
Leveis or Curves adjustment, the process of optimizing the 
shadows and highlights will produce a picture with increased 
contrast and colors that are more saturated. This can be considered 
to be a good thing, but if you are carrying out a careful tone 
adjustment and wish to manipulate the contrast or brightness, 
but without affecting the saturation, changing the blend mode 
to Luminosity can isolate the adjustment so that it targets the 
luminosity values only. 

This is where working with adjustment layers can be useful, 
because you can easily switch the blend modes for any adjustment 
layer. In the example shown opposite, a Curves adjustment 
was used to add more contrast to the photograph. When this 
adjustment was applied in the Normal mode (as shown in Step 
1), the color saturation was increased. However, if the same 
Curves adjustment was applied using a Luminosity blend mode, 
there was an increase in the contrast but without an increase in 
color saturation. Incidentally, I quite often use the Luminosity 
blend mode whenever I add a Leveis or Curves adjustment layer 
to an image, especially if the image has already been optimized 
for color. This is because whenever I add localized corrections I 
usually don’t want these adjustments to further affect the saturation 
of the image. Similarly, if you are applying an image adjustment 
(such as Curves) to alter the colors in a photo, you may want the 
adjustment to target the colors only and leave the luminance values 
as they are. So whenever you make a color correction using, say, 
Leveis, Curves, Hue/Saturation, or any other method, it is often a 
good idea to change the adjustment layer blend mode to Color. 

If you happen to prefer the direct adjustment method, you can 
always go to the Edit menu after applying a Curves and choose 
Fade Curves... (fjJ§@2Z9Q ^ JQf This opens the Fade 
dialog shown in Figure 5.33, where you can change the blend 
mode of any adjustment as well as fade the opacity. 
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1 When you increase the contrast in an image using a Curves adjustment, you will also 
end up increasing the color saturation. Sometimes this can produce a desirable result 
because some photographs will look better when you boostthe saturation. 



2 In this example I applied thesame Curves adjustment as was applied in Step 1, but I 
changed the layer blend mode to Luminosity. This effectively allowed me to increase the 
contrast in the original scene, but without increasing the color saturation. 
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Curve presets 

At the top of the Curves dialog you will see a Preset menu (Figure 
5.34). This contains a number of Curves presets that are shipped 
with the program plus any custom Curves presets you have saved 
recently. The standard Curves presets offer some fairly straight- 
forward settings. For example, there are presets to make an image 
lighter or darker, or apply different contrast curve shapes. These 
might be useful as starting point settings and you can run through 
the Presets menu selecting the various curve settings just to see 
how they will affect the look of an image. Some of the other 
Curves settings rather ambitiously aim to apply a cross process 
style effect or convert a color negative scan into a positive image. 
In my opinion, these settings are a bit hit or miss. If you want to 
take a color negative scan and make it into a positive, you would 
need to create special custom Curves settings for each different 
type of color negative emulsion. In all honesty, if you are going to 
scan color negatives, then you are probably going to be better off 
letting the scanner software make the conversion for you. 



Figure 5.34 Here is a view of the Properties dialog for a Curves adjustment, showing 
the Custom Curves menu. Note that if you create a manual Curves setting and then select 
a preset, the applied setting overwrites the previous Curves setting, butyou can always use 
the undo command (tüQ QQ9) to revertto a previous Curves adjustment. 
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1 The starting point here was a scan made 
from a 35 mm color negative. 

2 In Photoshop I selected the Color Negative 
preset shown in Figure 5.34 to convert the 
image to a positive. As you can see, this rarely 
produces a successful conversion. 

3 In most instances itwill be necessary to 
adapt the shape of the curve in the composite 
channel and each of the individual color 
channels to achieve an optimum negative to 
positive conversion. Once you have done this 
ifs a good idea to save the curve as a custom 
setting, butyou are still probably going to 
need to customize the curve for each and every 
scan. 
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Figure 5.35 In this example I wanted 
to make the dark tones darker, but without 
affecting the mid to highlight tones so much. 
Here is what I did. I placed one curve point 
on the middle intersection point of the curve 
and another on the 75% intersection point. 

I then added a third curve point towards the 
toe of the curve and dragged downwards to 
darken the shadows and steepen the curve in 
the shadowto midtone areas. You will notice 
that because I had added the othertwo curve 
points first, adjusting the third curve point 
had very little effect on the upper portion of 
the curve. 





Locking down portions of a curve 

As you go beyond adding one or two points to a curve, you need 
to be careful to keep the curve shape under control. Once you start 
adding further points to a curve, adjusting a point on one part of 
the curve may cause the curve shape to move, pivoting around the 
adjacent points. One solution is to sometimes lay down ‘locking’ 
points on the curve, as shown below in Figure 5.35. 
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Creating a dual contrast curve 

Now let’s look at adding even more curve points. There are times 
where you may want to manipulate the contrast in two sections of 
the curve at once. For this you may need to place three or more 
points on the curve such as in the Figure 5.36 example shown 
below. You are now entering dangerous territory, because if you 
are not careful you can end up either making some of the tones 
look solarized or possibly flatten them and in the process lose a 
significant amount of tonal detail. 



Figure 5.36 In this example I wanted to 
boost the contrast in the shadows and the 
highlights separately. To do this, I applied the 
curve shape shown here where you will see 
that by using six curve points I was able to 
independently steepen the shadow/midtone 
and highlight portions of the curve. 
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Mask adjustments 

The one time when you may find it useful 
to use the legacy style Brightness/Contrast 
image adjustment is when you wish to edit 
the contents of an image layer mask. The 
crudeness of the Brightness and Contrast 
adjustments can actually be useful when 
you wish to force the highlight areas of a 
mask to go to white and the shadow areas 
to go black. 


Brightness and Contrast 

For as long as Photoshop has been around, there has been an 
adjustment control called Brightness/Contrast. For years now many 
authors and experts have done their best to discourage people from 
using this adjustment control. This was because of the potential 
harm it could do to your pictures. However, since Photoshop CS3, 
the default behavior has been changed so that the shadow and 
highlight endpoints are preserved and the image adjustments are 
constrained between these two points. However, the old legacy 
behavior is still available as an extra option (Figure 5.37). The 
main reason for retaining the old style behavior is to maintain 
compatibility with legacy images where the old style Brightness/ 
Contrast adjustment may have been recorded as part of a 
Photoshop action. As with the Leveis and Curves adjustments there 
is also an Auto button, which applies an auto adjustment based on 
an analysis of the image content. This is not as sophisticated an 
auto adjustment as in Leveis or Curves, but still effective. 
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Figure 5.37 The Histogram panei can be used to demonstrate why the legacy Brightness/ 
Contrast image adjustment setting is unsuited for photographic tonal corrections. The 
histogram on the left shows the normal histogram. If you use the Brightness slider 
to increase the Brightness, all you are doing is shifting all the tones lighter and as 
a consequence of this the highlight detail may become clipped. Alternatively, if you 
increase the Contrast, the tones are stretched in both directions and both the shadows and 
highlights may become clipped. 
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1 This before version shows a photograph that needed a Brightness/Contrast adjustment 
to brighten the picture. 



2 Here is the same photograph after I had applied an adjustment layer Brightness/ 

Contrast adjustment (with the Use Legacy box unchecked). Notice howthe histogram in the 
corrected version preserved the full tonal range from the shadows to the highlights. 
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Figure 5.38 The Shadows/Highlights 
adjustment dialog is shown here in basic 
mode. Checking the Show More Options box 
will reveal the Advanced mode dialog shown 
in Figure 5.39. 
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Figure 5.39 In the Advanced mode, the 
Shadows/Highlights dialog contains a 
comprehensive range of contrais. I would 
advise you to always leave the ‘Show More 
Options’ box checked so that you have this 
as the default mode for making Shadows/ 
Highlights adjustments. 


Correcting shadow and highlight detail 

The Shadows/Highlights image adjustment (Figure 5.38) can be 
used to reveal more detail in either the shadow or highlight areas of 
a picture. It is a great image adjustment tool to use whenever you 
need to expand compressed image tones in an image, but it can be 
used to perform wonders on most photos and not just those where 
you desperately need to recover shadow or highlight detail. 

The Shadows/Highlights image adjustment tool makes adaptive 
adjustments to an image, and works in much the same way as our 
eyes do when they automatically compensate and adjust to the 
amount of light illuminating a subject. Essentially, the Shadows/ 
Highlights adjustment works by looking at the neighboring pixels 
in an image and makes a compensating adjustment based on the 
average pixel values within a given radius. In the Advanced mode, 
the Shadows/Highlights dialog has additional Controls that allow 
you to make the following fine-tuning adjustments (Figure 5.39). 

Amount 

This is an easy one to get to get to grips with. The default Amount 
setting applies a 35% amount to the Shadows. You can increase 
or decrease this to achieve the desired amount of highlight or 
shadow correction. I find the default setting does tend to be rather 
annoying, so I usually try setting the slider to a lower amount or 
zero and click on the ‘Save As Defaults’ button to set this as the 
new default setting for each time I open Shadows/Highlights. 

Tonal Width 

The Tonal Width determines the tonal range of pixel values that 
will be affected by the Amount setting. A low Tonal Width setting 
narrows the adjustment to the darkest or lightest pixels only. As the 
Tonal Width is increased, the adjustment spreads to affect more of 
the midtone pixels as well (see the example shown in Figure 5.40). 

Radius 

The Radius setting governs the pixel width of the area that is 
analyzed when making an adaptive correction. To explain this, 
let’s concentrate on what would happen when making a shadow 
correction. If the Shadow Radius is set to zero, the result is a very 
flat-looking image. You can increase the Amount to lighten the 
shadows and restrict the Tonal Width, but if the Radius is low or 
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is set to zero, Photoshop has very little neighbor pixel information 
to work with when trying to calculate the average luminance of 
the neighboring pixels. So if the sample Radius is too small, the 
midtones also become lightened. If the Radius setting is set too 
high, this has the effect of averaging a larger selection of pixels 
in the image and likewise the lightening effect will be distributed 
such that most of the pixels get the lightening treatment and not 
just the dark pixels. The optimum setting is always dependent 
on the image content and the pixel area size of the dark or light 
regions in the image. The optimum pixel Radius width should 
therefore be about half that amount or less. In practice you don’t 
have to measure the pixel width of the light and dark areas in 
an image to work this out. Just be aware that after you have 
established the Amount and Tonal Width settings you should adjust 
the Radius setting and make it larger or smaller according to how 
large the dark or light areas are. There will be a ‘sweet spof where 
the Shadows/Highlights Radius correction is just right. 

As you make an adjustment to the Radius setting you will 
sometimes notice a soft halo appearing around sharp areas 
of contrast between the dark and light areas. This is a natural 
consequence of the Radius function and is most noticeable when 
you apply large Amount corrections. Aim for a Radius setting 
where the halo is least noticeable or apply a Fade... adjustment 
after applying the Shadows/Highlights adjustment. If I am really 
concerned to avoid halos, I sometimes use the history brush to 
selectively paint in a Shadows/Highlights adjustment. 



Figure 5.40 The Tonal Width slider 
determines the range of leveis the Shadows/ 
Highlights adjustment is applied to. For 
example, if the Shadow adjustment Tonal 
Range is set to 40, then only the pixels which 
fali within the darkest range from levei 0 to 
levei 40 will be adjusted (such as the deep 
shadows inthis photograph). 

HDR Toning adjustment 

Photoshop also offers an HDR Toning 
adjustment from the Image o Adjustments 
menu. This is described on page 422 
and provides an alternative approach to 
applying Shadows/Highlights type image 
adjustments. 
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1 In this photograph there were a lot of dark shadows in these rock formations known as 
‘the mittens’. Using the Shadows/Highlights adjustment itwould be possibleto bring out 
more detail in the shadows, but without degrading the overall contrast. 



2 I went to the Image menu and chose Adjustments o Shadows/Highlights. I set 
the Amountto 40% and raised the Tonal Width to 50%. The Radius adjustment was 
now crucial because this determined the distribution width of the Shadows/Highlights 
adjustment. As you can see in this step, if the Radius is set to zero the image looks flat. 
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The other alternative is to take the Radius setting up really high. But this too can 
diminish the Shadows/Highlights adjustment effect. It is useful to remember here thatthe 
optimum Radius setting is ‘area size’ related and falis somewhere midway between these 
two extremes. In the end, I went for a Radius setting of 130 pixels for the shadows. This 
was because I was correcting large shadow areas and this setting appeared to provide the 
optimum correction for this particular photo. I also increased the Midtone Contrastto +15. 
This final tweak compensated for some loss of contrast in the midtone areas. 


Shadows/Highlights 



Color Correction 

As you correct the highlights and the shadows, the color saturation 
may change unexpectedly. This can be a consequence of using 
Shadows/Highlights to apply extreme adjustments. The Color 
Correction slider lets you compensate for any undesired color 
shifts. 

Midtone Contrast 

The midtone areas may sometimes suffer as a result of a Shadows/ 
Highlights adjustment. Even though you may have paid careful 
attention to getting all the above settings perfectly optimized 
so that you successfully target the shadows and highlights, the 
photograph can end up looking like it is lacking in contrast. The 
Midtone Contrast slider control lets you restore or add more 
contrast to the midtone areas. 


CMYK Shadows/Highlights adjustments 

You can use a Shadows/Highlights 
adjustment on CMYK as well as RGB 
images. 

Adobe Camera Raw adjustments 

Shadows/Highlights adjustments can 
work great on a lot of images, but now 
that Camera Raw can be used to edit JPEG 
and TIFF images too, you may like to 
explore using the Highlights and Shadows 
adjustments described on page 176. 

In many cases Highlights and Shadows 
adjustments in Camera Raw work better 
than using the Photoshop Shadows/ 
Highlights adjustment. 


359 






































Martin Evening 


Adobe Photoshop CS6 for Photographers 



itáfa O Leveis 



Auic Color Correnion Õpiioní 


AfgontHmí 

C Enhance WçmQçhnjnutlç Conlrasl 
O Enhance Per Channel Contras t 
@ flnd Clark & Liqhit ColOri 
O Enhance Grightness and Contrai 

0 Srap Neulral Mídtone i 

Tirget Colors & Oipping 

Shadows: Cllp: 0-10 % 

Midtones: 

Hlghlight*: Clip- O.lü * 

□ Save as defaütlE. 


C 


D 


Ç Cincri j 


Figure 5.41 The Auto image adjustments 
can also be accessed when you click on 
the Options... button in the direct Leveis 
or Curves dialogs, orQ ©-click the 
Auto button (circled) in the adjustment 
layer dialogs. If Snap Neutral Midtones is 
selected, Auto Color will neutralize these 
too. You can also customize the Clipping 
values to determine how much the highlights 
and shadow tones are clipped by the image 
adjustment. 


Auto image adjustments 

The Image menu contains three auto image adjustment options that 
are designed to provide automated tone and color correction: Auto 
Tone, Auto Contrast and Auto Color, examples of which are shown 
in Figure 5.42. 

The Auto Tone adjustment works 

by expanding the leveis in each of the color channels individually. 
This per-channel leveis contrast expansion method will always 
result in an image that has fuller tonal contrast, but it may also 
change the color balance of the image too. The Auto Tone 
adjustment can produce improved results, but not always. If you 
want to improve the tonal contrast, but without affecting the 
color balance of the photograph, then try using the Auto Contrast 
adjustment instead OQBQ rSfiAÉIIk KJiimíM ) This carries 
out a similar type of auto image adjustment as Auto Tone, except it 
optimizes the contrast by applying an identical Leveis adjustment 
to each of the color channels. 

Lastly, there is the Auto Color adjustment 

This applies a combination of Auto Contrast to 
enhance the tonal contrast, combined with an auto color correction 
that maps the darkest colors to black and the lightest colors to 
white and also snaps to the neutral midtones. 

If you open the direct Leveis or Curves dialogs you will see 
a button marked ‘Options... ’ just below the Auto button. This 
opens the Auto Color Correction Options shown in Figure 5.41. 

If you are applying a Leveis or Curves adjustment layer, then 
you can ^9 ^0-click the Auto button in the Properties panei to 
open the Auto Color Correction Options dialog. The algorithms 
listed here match the auto adjustments found in the Image menu. 
Enhance Per Channel Contrast is the same as Auto Tone. Enhance 
Monochromatic Contrast is equivalent to Auto Contrast and 
Find Dark & Light Colors is the same as Auto Color. Notice 
however there is also a Snap Neutral Midtones option. When this 
is checked, a gamma adjustment is applied in each of the color 
channels which aims to correct the neutral midtones as well as the 
light and dark colors. A clipping value can be set for the highlights 
and shadows and this determines by what percentage the endpoints 
are automatically clipped. There is also a new Enhance Brightness 
and Contrast auto adjustment thafs only available as an auto 
option with Brightness/Contrast and Leveis and Curves adjustment 
layer adjustments (see page 362). 
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Auto Contrast (Enhance Monochromatic Contrast) 


Figure 5.42 This shows the three Image menu auto adjustment 
methods (with equivalent descriptions for howthey are described in 
the Leveis and Curves Auto Color Correction Options’ dialogs). Auto 
Tone optimizes the shadow and highlight points in all three color 
channels. This generally improves the contrast and color balance 
of the image. Auto Contrast applies an identical tone balancing 
adjustment across all three channels that improves the contrast, but 
without altering the color balance. The Auto Color option maps the 
darkest and lightest colors to a neutral color (if the swatch colors 
shown in Figure 5.41 have been altered, you may see a different 
result). Lastly, I have shown an example of an Auto Contrast 
adjustment followed by a Match Color Neutralize adjustment. 



Auto Tone (Enhance Per Channel Contrast) 



Auto Color (Find Dark & Light Colors + Snap Neutral Midtones) 



Auto Contrast + Match Color Neutralize 
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Match Color corrections 

The Figure 5.42 example showed a Match Color correction. This 
is a rather hidden feature, which I reckon not a lot of people know 
about. If you go the Image o Adjustments menu you will see an 
item called Match Color... In the dialog thafs shown in Figure 
5.43 you just need to check the Neutralize box to apply a Match 
Color neutralize adjustment. You TI find it’s remarkably good at 
removing most color casts. 

Match Color 



Figure 5.43 The Match Color dialog with the Neutralize box checked. 

Enhance Brightness and Contrast 

Photoshop CS6 now also has a new ‘Enhance Brightness 
and Contrast’ auto option available in the Leveis and Curves 
adjustment dialogs (see Figure 5.44). This auto correction is a 
bit more advanced than the other auto options and has now been 
selected as the default option whenever you click the Auto button 
in Leveis or Curves. 

Photoshop makes use here of a hidden database of Leveis and 
Curves adjustments and makes a selection for you when you hit 
the Auto button (or select Enhance Brightness and Contrast from 
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the Advanced menu). This is done by Photoshop analyzing the 
histogram and, based on this, deciding which would be the most 
appropriate adjustment to select. In the case of Leveis (and also 
Brightness/Contrast), Photoshop aims to clip the black and white 
points as necessary and applies an appropriate gamma adjustment. 
In the case of Curves, it selects an appropriate curve shape to 
apply, based on an analysis of the histogram leveis distribution. 

This feature is quite effective and can produce some pleasing 
results. It is not quite such a knock-out feature now as it would 
have been a few years ago. I think it’s more likely that most 
photographers will want to use Camera Raw to auto process their 
raw capture images. But the one thing that has to be said when you 
apply this auto adjustment (as well as any kind of auto adjustment) 
is you do have the ability to edit the applied Leveis or Curves 
settings before clicking OK to confirm the adjustment. Figure 5.45 
shows a before and after example of an Enhance Brightness and 
Contrast auto Curves adjustment that added points to the curve. 
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Figure 5.44 This shows the Enhance 
Brightness and Contrast option selected in the 
Auto Color Correction Options Curves dialog. 



Figure 5.45 This shows a before and after example of an Enhance Brightness and Contrast 
auto Curves adjustment and the curve shape it has applied to this particular image. 
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Figure 5.46 Here you see the additive 
primaries (red, green and blue) and the 
subtractive primaries (cyan, magenta, and 
yellow) placed intheircomplementary 
positions on the color wheel. Red is the 
opposite of cyan; green is the opposite of 
magenta; and blue is the opposite of yellow. 
You should use these basic rules to gain an 
understanding of how to correct color. 


Color corrections 

We shall now look at using the image adjustment Controls to adjust 
the colors in an image. Again, almost everything you want to do 
to edit the color in a ílattened pixel image can be achieved using 
just Leveis, Curves and Hue/Saturation. You can see how color 
adjustments relate to the color wheel diagram shown in Figure 5.46. 
You will note that the instructions for all the color corrections 
described in this chapter are done using the RGB color mode. This 
is because RGB is a more versatile color mode for photographers to 
work in. There are further reasons why I recommend this particular 
workílow, which I discuss in more detail in the color management 
PDF that you can download from the book website. 

Color Balance adjustments 

The Color Balance adjustment is simple to use and intuitive. It is 
one way you can get to grips with making basic color adjustments, 
but is simply offering you another way to apply a Leveis style 
adjustment, which you can do better using Leveis. 

Basic color balancing with Leveis 

You can correct color casts in an image by using the Input and 
Output sliders in the Leveis adjustment Controls to adjust the 
individual color channels. To edit an individual channel, go to the 
Channel pop-up menu and choose a color channel to edit. Lefs 
say you have a picture which looks too blue and you want to add 
more yellow (such as in the Figure 5.47 example). If you select 
the blue channel in the Leveis adjustment and drag the gamma 
slider to the right, this will make the image more yellow. Another 
way to neutralize midtones in the Leveis or Curves dialog box is 
to select the gray eyedropper and click on an area in the image 
that should be a neutral gray. With a leveis adjustment, this action 
automatically adjusts the gamma setting in each color channel 
to remove the color cast. A Leveis adjustment may be adequate 
enough to carry out basic image corrections, but doesnT provide 
you with too much control beyond reassigning the highlights, 
shadows and midpoint color values. The best tool to use for color 
correction is Curves, because with Curves you can change the 
color balance and contrast with a degree of precision that is simply 
not available with most other image adjustments. 
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Figure 5.47 With a photograph like the one shown above, it is not necessarily a bad 
thing to have a color cast, but let’s say I wanted to apply a basic color correction to make 
this photograph look more yellow. Here, I added a Leveis adjustment and selected the 
blue channel from the Channel menu. I then moved the Input gamma sliderto the right. 
This adjustment decreased the gamma in the blue channel and consequently made the 
midtones in the image more yellow. 
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Channel selection shortcuts 

The channel selection shortcuts are as 
follows. You now need to use Q9 
09 to select the composite curve 
channel, use 09 09 to select the 
red channel, and so on. Likewise, you 
can use 009 009 to load 
the composite (luminosity) channel as a 
selection, IÜBQ 009 to load 
the red channel as a selection, etc. 


Color corrections using Curves 

Of all the Photoshop color correction methods described so far, 
Auto Color probably provides the best automatic one-step tone 
and color correction method. However, if you prefer to carry out 
your color corrections manually, I would suggest you explore 
using Leveis or Curves color channel adjustments instead. Earlier 
I showed how to set the highlight and shadow points in Leveis and 
how to use a gamma adjustment to lighten or darken the image. 
Lefs now take things one stage further and use this technique to 
optimize the individual color channels in an RGB color image. 

On these pages I show how you can use the threshold mode 
analysis technique to discover where the shadow and highlight 
endpoints are in each of the three color channels and use this 
feedback information to set the endpoints. This is a really good 
way to locate the shadows and highlights and set the endpoints at 
the same time, because once you have corrected the highlight and 
shadow color values in each of the color channels independently, 
the other colors usually fali into place and the photograph won’t 
require much further color correction. 




1 This JPEG capture photograph was taken with a basic digital camera and has an overall 
blue cast. The first step was to go to the Adjustments panei and click on the Curves button 
(circled) to add a new Curves adjustment layer. 
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Locating the red Locating the red 

shadow point highlight point 


2 I went to the Channel menu, selected the red channel and adjusted the Shadow and 
Highlight input sliders until the red shadow and red highlight points just started to clip. If 
you hold down the Q f| key as you do this you will see the threshold display mode 
(shown here) which can help you locate the shadow and highlight points more easily. I 
then repeated these steps with the green and blue channels until I had individually adjusted 
the shadow and highlight points in all three color channels. 



3 Finally, I added a midpoint in the blue channel and dragged itto the rightto add more 
yellow. This technique of adjusting the color channels one by one can help you remove 
color casts from the shadows and highlights with greater precision. The trick is to use 
the threshold display mode as a reference tool to indicate where the leveis start to clip in 
each channel and consider backing off slightly so that you leave some headroom in the 
composite/master channel. This then allows you to make general refinements to the Curves 
adjustment, ensuring that the highlights do not blow out. 
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Figure 5.48 This shows an extreme example 
of how a Hue/Saturation adjustment can be 
used to radically alter the appearance of a 
photograph. As you move the Hue slider left 
or right the colors in the image are mapped 
to new values. You get an indication of this 
transformation by looking atthetwo color 
ramps at the bottom of the dialog. The top one 
represents the original ‘input’ color spectrum 
and the lower ramp represents how those 
colors are translated as output colors. 


Hue/Saturation 

The Hue/Saturation dialog Controls are based around the HSB 
(Hue, Saturation, Brightness) color model, which is basically an 
intuitive form of the Lab Color model. When you select the Hue/ 
Saturation image adjustment you can adjust the image colors 
globally, or you can selectively apply an adjustment to a narrower 
range of colors. The two color spectrum ramps at the bottom of 
the Hue/Saturation dialog box provide a visual clue as to how the 
colors are being mapped from one color to another. These hue 
values are based on a 360 degree spectrum, where red is positioned 
mid-slider at 0 degrees and all the other colors are assigned 
numeric values in relation to this. So cyan (the complementary 
color of red) can be found at either -180 or +180 degrees. 
Adjusting the Hue slider alters the way colors in the image are 
mapped to new color values and Figure 5.48 shows an extreme 
example of how the colors in a normal color image would look if 
they were mapped by a strong Hue adjustment. As the Hue slider is 
moved you will notice that the lower color ramp position slides left 
or right, relative to the upper color ramp. 

Saturation adjustments are easy enough to understand. A 
positive value boosts the color saturation, while a negative 
value reduces the saturation in an image. Other than the Master 
edit mode, you can choose from one of six preset color ranges 
with which to narrow the focus of a Hue/Saturation adjustment. 
Once you have selected one of these color range options, you 
can then sample a new color value from the image window, 
and this centers the Hue/Saturation adjustments around the 
new sampled color. Use a g£2f?-click in the image area to add 
to the color selection and an ^9 Et|- click to subtract colors. 

As I have mentioned already, there is now an ‘Auto-Select 
Targeted Adjustment Tool’ Adjustment panei option, which when 
enabled, automatically selects the target adjustment tool when the 
adjustment layer is made active. In the case of a Hue/Saturation 
adjustment it automatically selects the Saturation slider and targets 
the appropriate color range. 

When the Colorize option is checked, the hue component of the 
image defaults to red (Hue value 0 degrees), Lightness remains the 
same at 0% and Saturation at 25%. You could use this to colorize 
a monochrome image, but I think you will be better off using the 
Photo Filter adjustment to do this (see page 374). 
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1 This shows a portrait photograph in which I wanted to target the purple background 
color and make it less intense. One approach would be to go to the target color group 
menu shown here and select ‘Magentas’. 



2 Another method was to make the target adjustment tool active (circled) and carry out an 
on-image adjustment by dragging on the color area I wished to modify (this also selected 
the target color group from the menu). I could then drag left or right to decrease or increase 
the saturation. You’ll notice I also used the Hue and Lightness sliders to further modify this 
adjustment. The Magentas color group can also be narrowed down. In the color ramp at the 
bottom, the dark shaded area represented the selected color range and the lighter shaded 
area (defined by the outer triangular markers) represented the fuzziness drop-off either 
side of the color selection. I was able to modify the range and fuzziness of the selection by 
dragging theseslider bars. 




Color selection shortcuts 

The shortcuts for selecting the color 
groups in Hue/Saturation are as follows. 
Use QS CDS to select the master 
group, QQ ü)0 to select the reds, 
and so on. 
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Photo: © Jeff Schewe 



3 As well as manually dragging the sliders, I was also able to use the eyedroppers 
(circled) to add or subtract from a color range selection. For this step, I selected the 
plus eyedropper and clicked on the edges of hair, to add these colors to the Magentas 
selection and remove the purple color contamination from the hair. However, you’11 also 
notice that as I widened the color ramp selection, other colors became included in this 
selection such as the lips and the scarf. 



4 This brings us to the final step, in which I painted on the adjustment layer mask with 
black in order to hide the Hue/Saturation mask and prevented this adjustment from 
affecting the skin tones and the scarf. Painting with black on the adjustment layer mask 
restored the colors in these regions to how they were originally. 
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Vibrance 

The Vibrance adjustment is available as a direct adjustment and as 
an Adjustment panei option (Figure 5.49) and allows you to carry 
out Camera Raw style Vibrance and Saturation adjustments directly 
in Photoshop. If you refer back to Chapter 3, you will recall that 
Vibrance applies a non-linear style saturation adjustment in which 
the less saturated colors receive the biggest saturation boost, while 
those colors that are already brightly saturated remain relatively 
protected as you boost the Vibrance. The net result is a saturation 
control that allows you to make an image look more colorful, but 
without the attendant risk of clipping those colors that are saturated 
enough already. As you can see in Figure 5.50 below, Vibrance 
also prevents skin tones from becoming too oversaturated as the 
amount setting was increased. The Saturation slider you see here 
is similar to the Saturation slider in the Hue/Saturation adjustment, 
but applies a slightly gentler adjustment. It matches more closely 
the behavior of the Saturation slider in Camera Raw. 



Figure 5.49 The Vibrance Adjustment panei. 



Figure 5.50 This shows a comparison between the before version (left) and the after 
version (right), in which I boosted the Vibrance by 70%. As you can see, this made 
the purple colors in the background and on the scarf appear more saturated. You will 
notices that the Vibrance adjustment also increased the saturation of the skin tones, but 
the saturation boost here is more modest compared to boosting the saturation with the 
Saturation slider. 


371 




















Martin Evening 


Adobe Photoshop CS6 for Photographers 



Color Lookup adjustments 

The Color Lookup adjustment is new to Photoshop CS6, and 
provides a new kind of image adjustment that is suited to 
applying all kinds of varied image adjustment effects. It can use 
standardized ICC proflles (abstract and devicelink), or the less 
standardized 3DLUT formats (which are widely used in film 
and video). Basically, Color Lookup adjustments offer a way to 
package a lot of complicated adjustments into a single profile or 
LUT (lookup table). Credit should go here to Photoshop engineer 
Chris Cox, who built most of the 3DLUTs and profiles initially 
provided in Photoshop. These are not as simple as you might 
think. A lot of work went into their creation, including writing new 
code, and as many as eight internai tone and color adjustments are 
required to create a final effect. 

This feature will be of particular interest to video editors 
because the film industry has for a long time relied on the use of 
special 3D LUT or abstract profiles in order to color grade video. 
You will have seen this all the time in various movies, where 
the film has been given a certain type of moody color effect. 
Sometimes this has been done to help unify the color feel of 
different shots, while some films have incorporated a mixture of 
special effects. For example, Martin Scorsese’s The Aviator’ used 
a special Technicolor™ colorizing effect, which I reckon the 3strip. 
look 3D LUT profile aims to simulate. On the page opposite you 
can see three examples of Color Lookup adjustments (Figures 
5.52-5.54) that have been applied to the Figure 5.51 photo. 



Figure 5.51 This shows the before version of the image to which I applied the Color 
Lookup adjustments shown on the right. 
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Figure 5.53 The Figure 5.51 image with a Gold-Blue Abstract adjustment. 



Figure 5.54 The Figure 5.51 image with a Gold-Crimson Abstract adjustment. 
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Color temperature and film 

In the days of color film there were only 
two choices of film emulsion: daylight 
and tungsten. Daylight film was rated at 
6,500 K and was used for outdoor and 
studio flash photography, while tungsten 
film was rated at 3,400 K and was typically 
used when taking photographs under 
artificial tungsten lighting. These absolute 
values would rarely match exactly the 
lighting conditions you were shooting 
with, but would enable you to get roughly 
close to the appropriate color temperature 
of daylight/strobe lights or indoor/ 
tungsten lighting. 


Propcrtics [_ 

IÇ) D Photo Filter 


0 Filter: | Warming Filter (85) i | 

O Color: 

Density: [iõ * 

ri 

0 Preserve Luminosity 






Photo Filter 

One of the advantages of shooting digitally is that most digital 
cameras are able to record a white balance reading at the time of 
capture and use this information to automatically color correct your 
photos as you shoot. This can be done either in-camera (selecting 
the auto-white balance option) or by using the ‘As Shot’ white 
balance setting in Camera Raw when processing a raw capture 
image. If you didn’t manage to set the color balance correctly at the 
time of capture and were shooting in JPEG mode then you will be 
stuck with a fixed white balance in the image. 

But don’t despair, because it is possible to crudely adjust the 
color balance in Photoshop by using the Photo Filter adjustment, 
which is available in the Image O Adjustments menu, or as an 
adjustment layer option. The Photo Filter effectively applies a solid 
fill color layer with the blend mode set to ‘Color’, although you 
can achieve a variety of different effects by combining a Photo 
Filter adjustment with different layer blend modes. The Photo 
Filter offers a few color filter presets, but if you click on the Color 
button, you can select any color you like (after clicking on the 
color swatch) and adjust the Density slider to modify the filter’s 
strength. Figure 5.55 shows a Creative application for the Photo 
Filter adjustment. 



Figure 5.55 The original version (left) had a blue cast. To modify this photograph, I 
added a Photo Filter adjustment. I selected the Warming (85) filter and raised the Density 
from 25% to 80%. 


374 





















Chapter 5 


Image editing essentials 


Multiple adjustment layers 

Once you start adding multiple adjustment layers you can preview 
how an image will look using various combinations of adjustment 
layers, and readjust the settings as many times as you like before 
applying them permanently to the photo. For example, you might 
want to use multiple adjustment layers to select different coloring 
treatments to a photo. Instead of producing three versions of an 
image, all you need to do is add three adjustment layers, with each 
using a different coloring adjustment, and switch the adjustment 
layer visibility on or off to access each of the color variations 
(saving Layer Comps can help here, see page 546). 

While it is possible to keep adding more adjustment layers to 
an image, you should try to avoid any unnecessary duplication. It 
is wrong to assume that when the image is flattened the cumulative 
adjustments somehow merge to become a single image adjustment. 
When you merge down a series of adjustment layers, Photoshop 
applies them sequentially, the same as if you had made a series 
of normal image adjustments. So the main thing to watch out for 
is any doubling up of the adjustment layers. If you find you have 
a Curves adjustment layer abo ve a Leveis adjustment layer, it 
would probably be better to try and combine the Leveis adjustment 
within the Curves adjustment instead. Of course, when you use 
masked adjustment layers to adjust specific areas of a picture you 
can easily end up with lots of adjustment layers. One potential 
drawback of this is that it may slow down the screen preview 
times. This slowness is not a RAM memory issue, but to do with 
the extra calculations that are required to redraw the pixels on the 
screen. If you think this might be happening then try switching 
off some of the adjustment layers while you are editing the 
photograph. 

To summarize, the chief advantages of adjustment layers are: 
the ability to defer image adjustment processing and the ability 
to edit the layers and make selective image adjustments. It is 
important to stress here that the pixel data in an image can easily 
become degraded through successive adjustments as the pixel 
values are rounded off. This is one reason why it is better to use 
adjustment layers, because you can keep revising these adjustments 
without damaging the photograph until you finally decide to flatten 
the image. 


Grouped adjustments 

If you place your image adjustment layers 
inside a layer group you can use the layer 
group visibility to turn multiple image 
adjustments on or off at once (see Figure 
5.56). You can also add a layer mask to a 
layer group and use this to selectively hide 
or reveal all the image adjustment layers 
contained within a layer group. 



Figure 5.56 This shows an example of how 
adjustments can be grouped together and a 
single mask applied to a combined group of 
adjustment layers. 
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Figure 5.57 This shows an example of a 
darkening adjustment layer applied to an 
image, but with a blackto white gradient 
applied to the pixel layer mask to fade out 
the adjustment from the middle of the image 
downwards. 

‘Stalkers’ by The Wrong Size. 

Photograph: © Eric Richmond. 


Adjustment layer masks 

As you have seen so far, adjustment layers are always accompanied 
by a pixel image layer mask. As with ordinary layers, these can 
be used to mask the adjustment layer contents. Whenever an 
adjustment layer is active, you can paint or fill the adjustment layer 
mask using black to selectively hide an adjustment effect and paint 
or fill with white to reveal again. You can also keep editing an 
adjustment layer mask (painting with black or white) until you are 
happy with the way the mask is looking (see Figure 5.57). 

Having the ability to edit an adjustment layer mask means 
you can apply such layer adjustments selectively. For example, 
although Photoshop has dodge and burn tools and these were 
improved in Photoshop CS4, they are still not really suited for 
dodging and burning broad areas of a photograph. They also 
have to be applied to a pixel layer directly, forcing you to create 
a copy layer if you wish to keep your edits non-destructive. If 
you want to dodge or burn a photo in order to darken a sky or 
lighten someone’s face, the best way to do this is by adding an 
adjustment layer, filling the mask with black and paint with white 
to selectively reveal the adjustment layer effect. Working with 
adjustment layers is by far the best way to shade or lighten portions 
of a photograph. You have the freedom to re-edit an adjustment 
layer, to make the adjustment lighter or darker, plus you can edit 
the layer mask to precisely control which areas of the image are 
affected by the adjustment. 

Properties panei mask Controls 

The Properties panei in ‘Masks mode’ (Figure 5.59) can be 
used to refine the mask or masks associated with a layer (such 
as an additional vector mask). Layer masking is a topic Fll be 
discussing more fully in Chapter 9, but because it is relevant to 
masking adjustment layers, I thought it best to briefly introduce the 
Properties panei masking features here first. 

Adjustment layers are added to the layer stack with a pixel layer 
mask, so the default mode for the Properties panei Masks mode 
shows the Pixel Mask mode options. If you click on the Vector 
Mask mode button next to it, you can add and/or edit a vector layer 
mask (see Step 4 on page 379). You can tell which mode is active 
because it will say Pixel Mask or Vector Mask at the top of the 
panei and the relevant mode button will have a stroked border. 
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The Density slider can be used to adjust the density of the 
mask. When you have a mask applied to a layer or adjustment 
layer, where the mask is filled with black, this hides the layer 
contents completely. However, if you reduce the Density, this 
lightens the black mask color and therefore allows you to soften 
the mask contrast. So, when Density is set to 50%, the black mask 
colors only apply a 50% opacity mask and the lighter mask colors 
are reduced proportionally. 

The Feather slider can be used to soften the mask edges up 
to a 250 pixel radius. Beneath this though is the Mask Edge... 
button which opens the Refine Mask dialog (Figure 5.58). Here 
you TI find you have even greater control over the mask edges and 
softness (these are described more fully in Chapter 9). 

The Color Range button takes you to the Color Range dialog, 
which allows you to make selections based on color. This means 
that you can select colors to add to or subtract from a Color Range 
selection and see the results applied directly as a mask. Beneath 
this is the Invert button for reversing a masking effect. At the 
bottom of the panei are options that allow you to: convert a mask 
to a selection, delete the mask and apply it to the layer, enable/ 
disable the mask and a delete button to remove a mask. 



Figure 5.58 This shows the Refine Mask 
dialog. 



Mask preview 


LayerMask 



Density slider 


Densitv; 



Properties panei 
options 

Vector mask mode 


Feather slider 


Feather: 


Refine: 


Convert mask __ - 
to a selection | 
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Mask tdge ... 


Color Range... 
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Refine mask edges 

Make Color Range selection 
Invert the mask 
Delete mask 


Apply mask to layer Enable/disable mask 


Decimal place accuracy 

The Feather slider in the Properties panei 
Masks mode (as well as elsewhere, such 
as in the Options barforvarious tools) now 
allows you to apply a Feather setting with up 
to 2 decimal places accuracy. Previously, 
you could only apply whole number values. 


Figure 5.59 The Properties panei Masks mode contrais. 


377 






























































Martin Evening 


Adobe Photoshop CS6 for Photographers 




Editing a mask using the masks Controls 



1 Here, I created a dark vignette by adding a darkening Leveis adjustment. I then made an 
elliptical selection, selected the pixel layer mask and filled with black. 



2 I then went to the Properties panei in Masks mode and increased the Feather amount to 
150 pixels to make the hard mask edge softer. 
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3 Let’s say I wanted to soften the transition between the masked and unmasked areas. By 
decreasing the Density I could make the black areas of the mask lighter and thereby reveal 
more of the adjustment effect in the center of the image. 



4 This technique is not just limited to pixel masks. This last step shows how I started with 
a subtractive elliptical pen path shape, applied this as a Vector Mask and used the same 
Properties panei settings as in Step 2 to soften the vector mask edge. 
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Overlay alternatives 

Instead of using the Overlay blend 
mode, you might also like to use the Soft 
Light mode to apply a gentle contrast 
enhancementorthe Hard Light blend mode 
to apply a stronger contrast adjustment. 



Figure 5.60 Here is the first of two examples 
showing howyou can use blend modes to 
adjust an image. In this example I dragged 
the Background layer down to the New Layer 
panei button to make a duplicate layer and 
changed the layer blending mode from Normal 
to Screen. When the image was saved, the file 
sizedoubled to 64 MB. 



Figure 5.61 In this example I added a new 
Leveis adjustment layer, but didn’t apply any 
changes to the Leveis settings. I then changed 
the adjustment layer blend mode from Normal 
to Screen. Both this and the Figure 5.60 
example produced identical results, but this 
time the file size was only increased by 57 
kilobytes. 


Blend mode adjustments 

You can use blend modes to modify an image by adding an 
adjustment layer above the Background layer, or at the top of 
the layer stack and simply change the blend mode to Screen (to 
lighten), Multiply (to darken) or Overlay (to add contrast). You 
don’t need to apply a specific type of image adjustment, just add 
a neutral adjustment layer (any will do) and select one of the 
above layer blending modes. It is possible to achieve the same 
types of results by duplicating the Background layer and changing 
the blend mode of the duplicate layer as shown in Figure 5.60. 
However, this is actually quite unnecessary and you’11 end up 
with an image that is twice the file size. If instead you add an 
adjustment layer (as shown in Figure 5.61) this will only increase 
the file size by a few kilobytes. 

Blend modes are in effect a shorthand for applying different, 
set-value Curves adjustments. For example, the late Bruce Fraser 
devised a semi-automated workflow in which he recorded separate 
Photoshop actions to apply a Screen, Multiply or Overlay neutral 
adjustment layer, filling the layer mask with black. All he had to do 
then was select a paint brush or gradient tool to paint on the layer 
mask with white to reveal the adjustment effect. 



1 This shows a photograph processed using the default Camera Raw settings. 
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2 I started by adding a neutral adjustment layer (in this case, Leveis) and changed the 
layer blend modeto Screen at 90%. This step lightened thewhole image, butsince I 
was mainly interested in lightening the grass, I applied a linear, blackto white gradient 
to the adjustment layer mask to fade the adjustment from the bottom upwards. 



3 I then wanted to darken the sky, so I added a second neutral adjustment layer. Here, 

I used a Multiply blend mode to darken the image. Once again, I used the gradient tool 
to add a linear, black to white gradient to fade the adjustment; this time from the horizon 
downwards. 
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Figure 5.62 This shows an image with the 
crop tool active, but no crop applied yet. 



Figure 5.63 This shows the image being 
cropped, before confirming the crop. 


Cropping 

Most images will require some kind of crop, in order to focus 
more attention on the subject. To crop a photo, select the crop 
tool from the Tools panei. This reveals a crop bounding box that 
overlays the entire image (Figure 5.62). You can then drag any 
of the corner or side handles to adjust the crop. Or, you can click 
any where in the image area and drag to define the area to be 
cropped. As you crop an image the outer crop appears shielded 
(Figure 5.63). As you apply a crop and switch to a modal crop 
mode the Layers panei temporarily shows a crop preview layer. 
Don’t worry. It doesnT mean any layers have been deleted - this 
is just a temporary preview (see Figure 5.64). Also, while the crop 
tool is modal you can hold down EftTffI key to define a new crop 
area. If the Delete Cropped Pixels option is checked in the crop 
tool Options bar, the image will be cropped permanently and the 
Background layer preserved. If the Delete Cropped Pixels option 
is unchecked it merely ‘trims’ the image, preserving the original 
image contents, including all the layers information, and a previous 
Background layer will now be promoted to a normal layer. For 
example, in Figure 5.64 I show how a Background layer became 
a Layer 0 layer. Also, as you drag a crop handle you TI notice how 
the underlying image moves as you adjust the crop. This makes 
the Photoshop crop tool behavior more like Lightroom and (in my 
view) now makes it easier to work with the crop tool. 

Figure 5.65 shows the crop tool Options bar in normal mode 
before applying a crop. Here you can see the crop tool presets 



Background 


op fx o Ç, D q d 
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Figure 5.64 The Layers panei view on the left shows an image in mid-crop, displaying a 
crop preview layer. If the crop options are set to delete cropped pixels, an image that starts 
outwith a Background layer will retainthe Background layer after being cropped. If the 
Delete Cropped Pixels option is unchecked, a Background layer will become a Layer 0 layer. 
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Crop tool Crop aspect Crop ratio Swap aspect 
presets ratio menu field boxes ratio (x) 

I iii i riu 
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Figure 5.65 Here are the primary options for the crop tool. If you mouse down on the 
triangle button next to the crop tool you will see listed any preloaded crop tool presets. 
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Figure 5.66 This view of the crop tool Options bar shows the Crop aspect ratio menu. 
You can select the default ‘Unconstrained’ option or one of the aspect ratio presets shown 
here. Or, you can click on Size and Resolution... to open the Crop Image Size and 
Resolution dialog shown here to create an aspect ratio setting that combines the desired 
physical image dimensions and pixel resolution. When you click OK, this creates a fixed 
aspect ratio crop tool preset that also resizes the image to the desired image size and 
proportions. If you also check the Save as Crop Preset box this saves the settings as a new 
crop tool preset that will be added to the Tool Presets panei. Or, ifyou apply a crop and 
then click on the Add new preset button atthe bottom of the Tool Presets panei (circled), 
this adds a new preset based on the current image size settings. 


menu, which contains the same preset options that appear in the 
Tool Presets panei. This allows you to select a crop setting that 
applies a crop with the required aspect ratio to crop an image 
and resize it to specific image dimensions and a specific pixel 
resolution setting. This is only useful if you want to crop and 
resize an image in one go. Most the time you will simply want to 
crop an image without resizing. So, in these instances you would 
go to the Crop aspect ratio menu shown in Figure 5.66 and select 
the Unconstrained option - this allows you to apply a freeform 


Entering measurement units 

You can constrain a crop to specific 
dimensions in two ways. You can use 
the Crop Image Size & Resolution dialog 
shown here to set the physical size using 
Pixels, Inches, Centimeters, Millimeters, 
Points, Picas or Columns. Alternatively, 
you can enter the desired numeric units 
in the crop ratio field boxes plus the 
following abbreviations: Pixels (px), Inches 
(in), Centimeters (cm), Millimeters (mm), 
Points (pt) or Picas (pica). 

Missing crop tool presets 

If no crop tool presets are visible, try going 
to the Tool Presets panei and load the Crop 
and Marquee.tpl preset. 
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Crop tool Options bar fly-out menu 

The crop tool options (Figure 5.67) can 
be accessed from the crop tool Options 
bar (Figure 5.65). The ‘Use Classic Mode’ 
option (Q) allows you to toggle between 
the default behavior where the image 
moves relative to the crop, or the old 
behavior where the crop bounding box only 
is moved. Note that some new functionality 
will be lost if you choose to turn this 
option off. The Auto Center Preview option 
allows you to toggle the ‘image moving 
while resizing’ behavior that keeps the crop 
box centered. The default settings have the 
crop shield enabled, applying a color that 
matches the canvas color at 75% opacity. 
The opacity can be made to auto adjust 
when adjusting the crop position to reduce 
the opacity outside the bounding box area. 

□ Use Classic Mode P 

0 Auto Center Preview 
0 Show Cropped Area 

0 EnabJe Crop Shield 

Color | Match Canvas $ \ 

Opacity: | 75% | " | 

0 Auto Adjust Opacity 


crop. You can also select one of the crop aspect ratio settings from 
the menu, or enter a new custom aspect ratio by just typing some 
values into the two field boxes. As you drag on a corner or side 
handle the crop can be scaled up or down, preserving the crop 
aspect ratio and you can use the keyboard arrows to nudge the 
crop bounding box. You can click on the Swap aspect ratio button 
to swap between a landscape or portrait mode crop (or use the o 
key). When a crop aspect ratio is in force the crop proportions will 
remain locked. When resizing a restricted aspect ratio crop box, 
you can switch between the portrait and landscape orientations by 
dragging the bounding box from the corner. There is also now a 
single undo available when working in a modal crop. 

Once you are in a modal crop State you’11 have a choice of crop 
guide overlay options (Figure 5.68). The default ‘Rule of Thirds’ 
option is shown in use in Figures 5.62 and 5.63. This applies a 3x3 
grid overlay, which can be useful when composing an image. There 
are other overlay options you can choose. The ‘Grid’ option can 
be helpful when aligning a crop to straight lines in an image and 
there are also further ‘Lightroom-like’ options such as Diagonal, 
Triangle, Golden Ratio and Golden Spiral overlay options. You can 
cycle between these overlay options using the key and cycle 
between different crop overlay orientations using the WíMi fil 
keyboard shortcut. The shield color settings can be adjusted via 
the Crop options fly-out menu shown in Figure 5.67. The default 
shield color is a light gray, though you can set this to anything you 
like, such as black at 100% opacity. 


Figure 5.67 The Crop options fly-out menu. 
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The edge snapping behavior can be 
distracting when you are working with the 
crop tool. This can easily be disabled in 
the View o Snap To submenu (or by using 
the £§@2)0 OOB shortcut). 
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Figure 5.68 After you have dragged with the crop tool and before you commit to the crop, 
the tool Options bar will change (as shown here) to the crop modal State. To apply a crop, 
yo u can cli ck on the Apply Crop button, double-click inside the crop area or hit the GUM 
or l sUlWtí keys. To cancel a crop, click on the Cancel Crop button or hit the ^3 key. 


384 


















Chapter 5 


Image editing essentials 



1 I selected the crop tool and dragged across the image to define 
the crop area. The cursor could then be placed over any of the eight 
handles in the bounding rectangle to readjust the crop. 



3 I could then mouse down outside the crop area and drag to rotate 
the crop around the center point, which can even be positioned 
outside the crop area. You normally do this to realign an image that 
isatan angle. 


2 Dragging the cursor inside the crop area allowed me to move 
the crop. I could also drag the crop bounding box center point to 
establish a new central axis of rotation. 



4 Here, I deselected the Show Cropped Area option from the crop 
tool Options bar (you can also use the Q key shortcut to hide the 
outershaded area). 
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Figure 5.69 This shows how to select 
‘Current Image’ as the new crop target setting. 


Current Image cropping 

If you want a crop to match the dimensions and resolution of 
a document that is already open in Photoshop, click on that 
document to make it active. Then go to the Crop aspect ratio menu 
and open the Crop Image Size & Resolution dialog shown in 
Figure 5.69. You will then need to go to the Source pop-up menu 
at the top and select ‘Current Image’. This loads the current image 
dimensions and resolution settings into the boxes below. Click 
OK to apply this as the new crop setting. Now select the image 
you wish to crop and as you drag with the crop tool, this new crop 
setting will be applied. When you OK the crop, the image size 
will adjust to match dimensions and resolution of the previously 
selected image. 


Selection-based cropping 

To make a crop based on a selection, all you need to do is select 
the crop tool (©) and the crop will automatically fit to the selected 
area. For example, you might want to El ^0-click a layer to 
make a selection based on a single layer and then execute a crop 
(as described below in Figure 5.70). You can also make a crop 
based on an active selection by choosing Image O Crop. When 
you do this the crop tool automatically matches the bounds of any 
selection. Where a selection has an irregular shape, the crop is 
made to the outer limits of the selection and the selection retained. 


Figure 5.70 Sometimes it is quickerto 
make a crop from a selection rather than try to 
precisely position the crop tool. In the example 
shown here, if I wanted to make a crop of 
the box containing the letter D, the quickest 
solution would be to £§ ®-click on the 
relevant layer in the Layers panei and select 
the crop tool (©), or choose Image o Crop. 
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Canvas size 

The Image o Canvas size menu item allows you to enlarge the 
image canvas area, extending it in any direction. This allows you to 
extend the image dimensions in order to place new elements. If you 
check the Relative box you can enter the unit dimensions you want 
to see added to the current image size. The added pixels are then 
filled using the current background color, but you can also choose 
other fiU options (see Figure 5.71). It is also possible to add to the 
canvas area without using Canvas Size (see Figure 5.72 below). 



CiOMil SlJ* 

Currtnt bit S.SSM 

WMh: 21.17 cm 
Mt«ghi 1VÍ6 cm 


e<* 3 

( ) 


New Slzr 10.6M 

WMM: 2 I c«ntim«wj i | 

Hoghi; 2 ] [ciwwnwn 

* I ^ 


Forvground 

Ciftvjv ««ttmujn color / Sjckground 



Ottiw 


Figure 5.71 To add extra pixels beyond the 
current document bounds, use Canvas Size 
from the Image menu. In the example shown 
here, the image is anchored so that pixels are 
added equally left and right and to the bottom 
of the image only. When the Relative box is 
checked this allows you to enter the number of 
units of measurementyou wish to add ‘relative’ 
to the current image size. 



Figure 5.72 You can also use the crop tool 
as a canvas size tool. First make a full frame 
crop, release the mouse and then drag any one 
of the bounding box handles outside the image 
and into the canvas area. Double-click inside 
the bounding box area or hit fZStfik to add to 
the canvas size. If the starting point is an image 
with a Background layer, this step will fill the 
added canvas with the current background 
color. If, as in this example, the starting point 
is a non-Background layer, this action adds 
transparency as you add to the canvas. In the 
bottom image you can see how I used the 
content-aware scaling feature (discussed on 
pages 390-93) to expand the image to fill the 
top and bottom of the new canvas area. 


387 




















































Martin Evening 


Adobe Photoshop CS6 for Photographers 


* UnçQnstrainied i | [~ ~~[ X f 



Big data 

The Photoshop PSD, PDF and TIFF formats all support ‘big data’. 
This means that if any of the layered image data extends beyond 
the confines of the canvas boundary, it is still saved as part of the 
image when you save it, even though it is no longer visible. If you 
have layers in your image that extend outside the bounds of the 
canvas, you can expand the canvas to reveal all of the big data by 
choosing Image o Reveal All. Remember though, the big data can 
only be preserved providing you have saved the image using the 
PSD, PDF or TIFF formats. Also, when you crop an image that 
contains a normal, non-flattened Background layer and the ‘Delete 
Cropped Pixels’ box is unchecked, Photoshop automatically 
converts the background layer to a Layer 0 layer (and preserves all 
the big data). 

õ=l] Straiíjhtftn Viçw Ryk oi Thirdt í 0 j Q Delete Cropped Puxeis j | Dual çltspUy 2 s] 



Figure 5.73 The cropped version of this picture contains several layers which when 
expanded by using the Image o Reveal All command shows all the hidden ‘big data’ 
that extends outside the cropped view. As long as the Delete Cropped Pixels option was 
left unchecked when you applied the crop, this allows you to preserve the pixels that fali 
outside the selected crop area instead of deleting them. 

Client: Gallagher Horner. Model: Kelly @Zone. 
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Perspective crop tool 

The perspective crop tool can be used to crop and correct the 
converging verticais or horizontal lines in a picture with a single 
crop action. In Figure 5.74 I wanted to correct the converging 
verticais or ‘keystone’ effect seen in this photograph. Using the 
perspective crop tool I was able to accurately reposition the corner 
handles on the image to match the perspective of the building. 

In Photoshop CS6, you can either marquee drag with the tool as 
usual, or click to define the four corners of the perspective crop, 
after which you can drag on the corner and/or side handles to 
adjust the crop shape. Having done this you can click to confirm 
and apply the crop and, at the same time, correct the perspective. 
The perspective crop should work well in most cases, but you may 
sometimes need to apply a further transformation to compensate 
for any undesired stretching of the image. 


Modifying a perspective crop 

When the perspective crop bounding box 
is active you can modify the crop shape 
by dragging the corner or side handles. If 
you hold down the ÊEID key as you drag 
a handle this constrains the movement 
to vertical or horizontal plane movement 
only. If you hold down the ^9 key 
as you drag a corner handle this allows 
you to resize the crop in both planes at 
once. If you hold down the ^9 @9 key 
as you drag a side handle this allows you 
to expand the crop equally both sides at 
once. 



Figure 5.74 The perspective crop tool is great for correcting perspective. You will mostly 
find it easier to zoom in to gauge the alignment of the crop edges against the converging 
verticais. Here, it was also useful to check the ‘Show Grid’ option to help gauge the 
alignment correctly. Note also the ‘Front Image’ button. Clicking this loads the current 
document full image size dimensions and resolution settings, so that when you apply the 
crop the cropped image retains the same size (but may well appear stretched of course). 
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Edge detection success rate 

The content-aware scale feature is very 
clever at detecting which edges you would 
like to keep and those you would like 
to stretch or squash, but it won’t work 
perfectly on every image. You can’t expect 
miracles, but if you follow the suggestions 
on these pages, you will pick up some of 
the basic tips for content-aware scaling. 
What I have noticed though is it 
does appear to do a very good job of 
recognizing circular objects and can 
preserve these without distorting them. 
Russell Brown has done some very cool 
demos on working with this feature and 
I recommend you check them out on his 
site: www.russellbrown.com/tips_tech.html. 


Content-aware scaling 

The content-aware scale feature first appeared in Photoshop CS4. 
It was also the most controversial new feature since it invited 
Photoshop users to tamper with photographs in ways that were 
likely to raise the hackles of photography purists. Would this spell 
the ‘death of real photography’ (DORP)? That I don’t know, but 
over the next few pages I have outlined some of the ways you can 
work with this tool and suggested some practical uses. Advertising 
and design photographers may certainly appreciate the benefits of 
being able to adapt a single image to multiple layout designs. 

To use this feature, you will need an image thafs on a normal 
layer (not a Background layer). Next, you need to go to the Edit 
menu and choose Content-Aware Scale (or use the 
Bmmà uf mnm shortcut). You can then drag the handles that 
appear on the bounding box for the selected layer to scale the 
image, making it narrower/wider, or shorter/taller. The preview 
then updates to show you the outcome of the scale adjustment and 
you can use the Options bar to access some of the extra features 
discussed here such as the Protect menu options. 



1 Before applying any kind of‘content-aware scaling’you need to double-clickthe 
background layer, or create a new merged copy layer. Not all images will need this, but in 
this instance I created a new channel and painted a filled mask to indicate the sections that 
should be protected. 
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2 This shows whatthe photograph looked like after I had used the Edit o Content-Aware 
Scale command to compress the image on the side as well as top and bottom. Note that the 
Alpha 1 channel mask created in Step 1 was selected in the Protect menu. 



3 Here is the final result, in which there was now less gap between the jetty and the boats 
on the right. The people in the group now appear relatively bigger in the scene. Whenever 
you scale an image using this method, you have to watch carefully for the point where 
important parts of the picture startto show jagged edges. When this happens, you’ll need 
to ease off and consider scaling the image in stages instead. For example, here I applied a 
second pass content-aware scale to reduce the height of the wind sock mast. 


3 
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How to protect skin tones 



1 In this example I wanted to show howyou can help protect people’s faces from being 
squashed or stretched as you scale an image. 
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Amount slider 

Afteryou have applied a content-aware 
scale adjustment to a photograph (and 
before you click OK to apply it), you can 
use the Amount slider to determine the 
amount of content-aware scaling that is 
applied to the layer. If you set this to zero, 
no special scaling is applied and the image 
will be stretched as if you had applied 
a normal transform. You will note that I 
left the Amount slider setting at 100% in 
all the examples shown here, in orderto 
demonstrate the fuII effect of the content- 
aware scaling. 



2 In general, you will find that the content-aware scale feature does a pretty good job of 
distinguishing and preserving the important areas of a photograph and tends to scale the 
less busy areas of a photograph first, such as a sky, or in this case the mottled backdrop. 
However, if you click on the Protect Skin tones button (circled), this will usually ensure that 
faces in a photograph remain protected by the scaling adjustments. As you can see here, 

I was able to stretch this picture horizontally so that the couple in this photograph were 
Photograph: © Jeff Schewe m0 ved across to the right. I stretched the image quite a bit, but without distorting the faces. 
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How to remove objects from a scene 



1 The content-aware scale feature can also be used as a tool to selectively remove objects 
from a scene. The results won’t always be completely flawless, but it can still work pretty 
well where you wish to squash an image tighter and remove certain elements as you do so. 
To begin with it is importantthatthe layeryou are working on is a non-Background layer. 
You will need to eitherduplicatethe Background layer ordouble-clickto convert itto a 
normal layer. I hit the @ key to switch to Quick Mask mode (see Chapter 9) and painted on 
the image to outline the bits that I wished to remove. With the Quick Mask, white protects 
and black (which appears on the image as a red overlay) indicates the areas to remove. 
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2 Next, I reselected the RGB composite channel in the Channels panei and selected the 
Edit o Content-Aware Scale command. From the Protect menu in the Options bar, I 
selected the Quick Mask I had just created, and as I scaled the image, the masked posts 
started to disappear. As before, it is importantto watch carefully for jagged edges and not 
compress the image too much. 
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Image rotation 

If an image needs to be rotated you can use the Image o Rotate 
menu to orientate a photo the correct way up, turn it 180°, flip it 
horizontally, or vertically even. To apply a precise image rotation, 
you can click to select the straighten tool from the crop tool 
Options bar (circled) and drag across the image as shown in Figure 
5.75. Alternatively, if you wish to rotate an individual layer, make 
the layer active, select the ruler tool and drag to define the edge 
you wish to appear straight. Then click the Straighten Layer button 
in the ruler tool Options bar (Figure 5.76) to straighten. 




Figure 5.75 If an image doesn’t appear to be perfectly aligned, click on the Straighten 
button in the crop tool Options bar and drag along what should be a vertical or horizontal 
edge in the photo. This will rotate the image so that it appears to be perfectly levei. 


| CT3 - X:6.8B Y: 5.05 W: 15.67 H: L93 Ll: 15.79 12: Q Use Meuurcment State \ SttiitfhUtn laytr | |~Clear | 11 Dual Ciipliy Ca 


Straighten tool shortcut 

When the crop tool is selected you can use 
the f") (SB key to temporarily access 
the straighten tool. Or, if you are in the 
straighten tool mode, you can use the §£§ 
S2B key to switch back to the crop box 
editing mode. 


Figure 5.76 To straighten a layer, select the ruler tool and again, drag to define the edge 
that should be straight. Then inthe ruler tool Options bar click on the Straighten Layer 
button to straighten the selected layer. 
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Black and white 


I was eleven years old when I first got into photography. My 
first darkroom was kept under the stairs of our house and like 
most other budding amateurs, my early experiments were 
all done in black and white. Back then, very few amateur 
photographers were competent enough to know how to process 
color, so black and white was all that most of us could manage 
to work with. For me, there has always been something rather 
special about black and white photography and digital imaging 
has done nothing to diminish this. If anything, I would say that 
the quality of capture from the latest digital cameras, coupled with 
the processing expertise of Photoshop and improvements in inkjet 
printing have now made black and white photography an even 
more exciting avenue to explore. 
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Black and white film conversions 

Traditional black and white film emulsions 
all differ slightly in the way they respond 
to different portions of the visual spectrum 
(as well as the colors we can’t see). This 
is partly what gives emulsion films their 
‘signature’ qualities. So in a way, you 
could say that film also uses standard 
formulas for converting color to black 
and white, and that these too are like rigid 
grayscale conversions. You may also be 
familiar with the concept of using strong 
colored filters overthe lens when shooting 
with black and white film and how this 
technique can be used to emphasize the 
contrast between certain colors, such as 
the use of yellow, orange or red filters 
to add more contrast to a sky. Well, the 
same principies apply to the way you can 
use the Black & White adjustment to mix 
the channels to produce different kinds of 
black and white conversions. 


Converting color to black and white 

The most important tip here is to always shoot in color. Wherever 
possible you are far better off capturing a scene in full color and 
using Camera Raw or Photoshop to carry out the color to mono 
conversion. Although having said that, you do need to use the most 
appropriate conversion methods to get the best black and white 
photographs from your color files. 

The dumb black and white conversions 

When you change a color image from RGB to Grayscale mode in 
Photoshop, the tonal values of the three RGB channels are averaged 
out to produce a smooth continuous tone grayscale. The formula 
for this conversion consists of blending 60% of the green channel 
with 30% of the red and 10% of the blue. The rigidity of this color 
to mono conversion limits the scope for obtaining the best grayscale 
conversion from a scanned color original (see Figure 6.1). The same 
thing is true if you make a Lab mode conversion, delete the a and b 
channels and convert the image to grayscale mode, or if you were 
to simply desaturate the image. There is nothing necessarily wrong 
with any of these methods, but they aren’t really making full use of 
the information that can be contained in a color image. 



Figure 6.1 If you convert a color image to 
grayscale mode, Photoshop popsthe dialog 
shown here which is basically advising you 
there are better ways to convert to black and 
white. 


Smarter black and white conversions 

If you capture in color, the RGB master image contains three 
different grayscale versions of the original scene and these can 
be blended together in different ways. One of the best ways to do 
this is to use the Black & White image adjustment in Photoshop, 
which while not perfect, can still do a good job in providing you 
with most of the Controls you need to make full use of the RGB 
channel data when applying a conversion. The Black & White 
slider adjustments will, for the most part, manage to preserve the 
image luminance range without clipping the shadows or highlights. 
These adjustments can be applied to color images directly, or by 
using the Adjustments panei method to add an adjustment layer. 
The advantage of using an adjustment layer to apply a black and 
white conversion is that you can quickly convert an image to black 
and white and have the option to play with the blending modes to 
refine the appearance of the black and white outcome. Let’s start 
though by looking at the typical steps used when working with the 
Black & White adjustment Controls. 


396 












Chapter 6 


Black and white 



1 The following steps show a basic method for converting a full color original photograph 
to black and white. The Black & White image adjustment can be applied directly by going to 
the Image o Image Adjustments menu, or you can go to the Adjustments panei and click 
on the Black & White button (circled) to add a new adjustment layer. 



2 To begin with I clicked on the Auto button (also circled). This applied an auto slider 
setting based on an analysis of the image color content. The auto setting usually offers a 
good starting point for most color to black and white conversions and won’t do anything 
too dramatic to the image, but is immediately a lot better than choosing Image o Mode o 
Grayscale. 
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3 lf you don’t like the auto setting result, you can adjust the sliders manually to achieve a 
better conversion. In this example, I lightened the Yellows and darkened the Blues. 



4 Lastly, I clicked on the target adjustment mode button (circled) for the Black & White 
adjustment. This allowed me to move the cursor over particular areas of interest (such as 
the sky) and drag directly on the image to modify the Black & White adjustment. This step 
selected the nearest color slider in the Black & White adjustment panei. Dragging to the 
left made the tones beneath the target adjustment tool cursor go darker and dragging to the 
right, lighter. The end result was a photograph in which I managed to increase the contrast 
in the sky. 
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Black & White adjustment presets 

As with other image adjustments, the Black & White adjustment 
has a Presets menu at the top from where you can select a number 
of shipped preset settings. Figure 6.3 shows examples of the 
different outcomes that can be achieved through selecting some of 
the different presets from this list. 

Once you have created a Black & White adjustment setting that 
you would like to use again you can choose Save Preset... from 
the Properties panei options menu (Figure 6.2). For example, I was 
able to save the slider settings shown here as a custom preset called 
‘Red Contrasf. 
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Figure 6.2 Once you have found a Black & White adjustment setting that you would like 
to use again, you can choose Save Preset... from the Properties panei options menu for the 
Black & White adjustment. The slider settings shown here were saved as a ‘Red Contrast’ 
preset. Saved presets can be accessed by mousing down on the Presets menu atthe top of 
the Black & White adjustment Properties panei (circled). 



Figure 6.3 This shows some examples of 
different Black & White adjustment presets 
applied to a color image. 
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Color blend mode 

You will notice that I suggestyou use 
the Color blend mode when applying 
adjustment layers that are intended to 
color an image. The advantage of using 
the Color blend mode is that you are able 
to alter the color component of an image 
without affecting the luminosity. This is 
important if you wish to preserve as much 
of the tone leveis information as possible. 




Split color toning using Color Balance 

Although the Black & White adjustment contains a Tint option 
for coloring images, this can only apply a single color overlay 
adjustment and I have never really found it to be that useful. It 
is nice though to have the ability to apply a split tone coloring to 
a photograph and one of the best ways to do this is by using the 
Color Balance image adjustment. This is ideal for coloring RGB 
images that have been converted to monochrome using the Black 
& White adjustment method, mainly because the Color Balance 
Controls are really quite intuitive and simple to use. If you want to 
colorize the shadows, click on the Shadows radio button and adjust 
the color settings, then go to the Midtones, make them a different 
color, and so on. Note that it is best to apply these coloring 
effects with the adjustment layer set to the Color blend mode (see 
sidebar). 



I started here with an RGB color image and converted it to monochrome using the Black 
& White image adjustment. I then added a Color Balance adjustment layer to colorize the 
RGB/monochrome image. To do this, I went to the Adjustment panei and selected the Color 
Balance adjustment. In the Properties panei I selected the Shadows option from the Tone 
menu and adjusted all three sliders to apply a color cast to the shadows. 
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2 I then selected the Midtones Tone menu option and adjusted the color sliders to add 
a warm color balance to the midtones. You will notice that I had Preserve Luminosity 
checked. This helped preventthe image tones from becoming clipped. 



3 Finally I selected the Highlights option from the Tone menu and added a red/yellow cast 
to the highlights. I also set the adjustment layer blending mode to Color, which helped 
preserve all the image luminance Information. 
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Split color toning using Curves adjustments 

The Color Balance method is reasonably versatile, but you can 
also colorize a photograph by using two Curves adjustment layers 
and take advantage of the Layer Style blending options to create a 
more adaptable split tone coloring effect. 



To tone this image, I first added a Curves adjustment layer above a Black & White 
adjustment layer and adjusted the channel curves to apply a blue/cyan color adjustment. 



2 I then added a second Curves adjustment above the previous one and this time adjusted 
the channel curves to apply a sepia type color adjustment. 
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Double-click in this area of the layer 
toopen the Layer Style dialog. 



3 I made the first Curves layer active and double-clicked to open the Layer Style dialog 
shown here. I then Q ©-clicked on the highlight divider triangle in the This Layer’ 
‘Blend lf layer options. This enabled me to separate the divider, splitting it into two halves 
(circled). This allowed me to control where the split between these two points occurred. 



4 The advantage of this method is that you can adjust the layer opacity and Layer Style 
blending modes of each individual layer and this offers more flexibility when it comes to 
deciding how bestto color the shadowsand highlights. 
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New photographic toning presets 

lf you click on the Presets menu, circled 
green in Step 2, or click on the gradient 
ramp options, circled blue in step 2 
(and then click on the presets options 
icon), you can add new sets of gradient 
map presets. Among these is a new set 
titled ‘Photographic Toning’ (see Figure 
6.4). This set of gradient maps has been 
specifically added to Photoshop CS6 for 
creating split toning effects. 



Figure 6.4 This shows the gradient map 
presets in the new Photographic Toning set. 


Split color toning using a Gradient Map 

The coloring techniques shown so far allow you to apply split 
tone type coloring effects. Of these the Color Balance method 
is perhaps the easiest to use. However, there is another method 
you can apply in Photoshop and that is to use the Gradient Map 
adjustment shown here. When applied using the Normal blend 
mode the Gradient Map uses a gradient to map the tones in the 
image to new values. This in itself can produce some interesting 
effects when combined with standard Photoshop gradients. But 
if you set the Gradient Map adjustment layer blend mode to 
Color you can restrict the adjustment so that it can be used just to 
colorize the image. As you can see in Step 2, the gradient doesnT 
have to go from dark to light, what counts are the color hue and 
saturation values that are applied at each stage of the gradient. To 
edit the colors you just need to click on the gradient ramp to add 
a new color swatch and double-click a swatch color to open the 
Photoshop Color Picker and select a new color. 



1 Here is a photograph that I wished to apply a duotone type effect to, but at the same time 
I wanted to keep this image in RGB mode. 
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2 1 added a Gradient Map adjustment layer to the image and double-clicked the gradient in 
the Gradient Map adjustment Properties panei to create a new gradient setting. 



3 I set the Gradient Map layer blend mode to Color and in this instance reduced the layer 
opacity to 40% to produce the coloring effect seen here. 
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The extra color sliders 

Camera Raw provides you with more 
sliders to play with than the Black & White 
adjustment. These allow you to adjust the 
in-between color ranges such as Oranges, 
Aquas and Purples. The Oranges slider 
is useful fortargeting skin tones and the 
Aquas is useful for adjusting things like the 
sea. Having these extra sliders provides 
you with extra leveis of tone control. 


Camera Raw black and white conversions 

You may already have noticed that you can use Camera Raw to 
convert images to black and white. However, you are limited in 
that you can only use the Camera Raw method to process raw, 
JPEG, or TIFF images (providing the TIFF is flattened). 

If you go to the HSF/Grayscale panei and check the Convert 
to Grayscale box, Camera Raw creates a black and white version 
of the image, which is produced by blending the color channel 
data to produce a monochrome rendering of the original. Clicking 
‘Auto’ applies a custom setting that is based on the white balance 
setting applied in the Basic panei and if you click ‘Defaulf, this 
resets all the sliders to zero. You can manually drag the sliders to 
make certain colors in the color original lighter or darker, or select 
the target adjustment tool (circled in Step 2) to click and drag on 
the image to make certain colors convert to a darker or lighter 
tone. The overall tone brightness and contrast should not fluctuate 
much as you adjust the settings here and this makes it easy to 
experiment with different slider combinations. For example, if 
you want to make a sky go darker, you would do as I did in Step 
2. Here, I selected the target adjustment tool, clicked on the sky 
and dragged to the left. This caused the Aquas and Blues sliders 
to shift to the left, darkening these tones. I would also suggest 
sometimes switching over to the Basic and Tone Curve paneis to 
make continued adjustments to the white balance and tone Controls 
as these can also have a strong bearing on the outcome of a black 
and white conversion. 


Pros and cons of the Camera Raw approach 

In my view, Camera Raw Grayscale conversions have the edge 
over using the Black & White adjustment in Photoshop. This is 
because the slider Controls are better thought out and the addition 
of the in-between color sliders (see sidebar) makes it possible to 
target certain colors more precisely. The target adjustment mode 
correction tool in Camera Raw also performs better than the one 
found in the Photoshop Black & White adjustment.The other 
important question is ‘when is the best time to convert a photo to 
black and white?’ If you do this at the early Camera Raw stage it 
limits what you can do to a photo should you then want to retouch 
the image in Photoshop. I find it is usually better to carry out the 
black and white conversion at the end, just prior to print and have 
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1 This shows a color image opened in Camera Raw. 
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2 In the HSL/Grayscale panei I clicked on the Convertto Grayscale button and with the 
help of the target adjustment tool (circled), clicked and dragged directly on the image to 
make adjustments that would increase the contrast in the clouds. 
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the adjustment be reversible. This is not a problem in Photoshop, 
because if you add a Black & White adjustment layer, it is easy 
enough to toggle the adjustment on or off. If you want to use 
Camera Raw, then you need to somehow take the Photoshop-edited 
image back through Camera Raw again. It is possible to do this, 
but you are limited by the fact that any non-raw image you process 
through Camera Raw must be in a JPEG or TIFF format (PSD 
won’t work) and if you save as a TIFF image, it will have to be 
as a flattened TIFF. This means saving a flattened duplicate of the 
Photoshop-edited master image and then opening it up via Camera 
Raw. It’s quite a convoluted procedure to go through just to access 
the Camera Raw Controls and also costly in terms of adding to the 
edit time and amount of hard disk space used. As I say, I do prefer 
working with the Camera Raw Grayscale Controls, but the only real 
practical way to apply Camera Raw black and white conversions 
is where all the image adjustments and retouching are done in 
Camera Raw throughout. There is another option though, which is 
to use Fightroom. Here, it is possible to reimport your Photoshop- 
edited images back into Fightroom and use the Develop module 
to carry out the conversion. The advantage of this approach is that 
both PSD and TIFF formats can be read and they don’t have to be 
flattened - Fightroom doesnT have a problem processing layered 
PSD or TIFF format images. 

HSL grayscale conversions 

If you set all the Saturation sliders in the HSF panei to —100, 
you can then use the Fuminance sliders in the HSF panei to make 
almost the same type of adjustments as in the Grayscale mode. 

One of the chief advantages of this method is that you can use the 
Saturation and Vibrance Controls in the Basic panei to fine-tune the 
grayscale conversion effect, which you can’t do when using just 
the ordinary Grayscale conversion mode. 

Camera Calibration panei tweaks 

Another thing I discovered recently is that you can also use the 
Camera Calibration panei sliders to affect the outcome of a Camera 
Raw black and white conversion. 
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Camera Raw Split Toning panei 

After you have used the HSL/Grayscale panei to convert a 
photograph to black and white you can then use the Split Toning 
panei to colorize the image. The Controls in this panei allow you 
to apply one color to the highlights, another color to the shadows 
and use the Saturation sliders to adjust the intensity of the colors. 
This is how you create a basic split tone color effect. There is 
also the Balance slider, which lets you adjust the midpoint for 
the split tone. In Figure 6.5 I applied a warm tone to both the 
highlights and shadows and adjusted the Balance slider so that the 
split toning was more biased towards the highlights. The HSL/ 
Grayscale and Split Tone Controls are incredibly versatile. Bear in 
mind these can work equally well with non-raw images. It is just 
a shame that there isn’t a Split Toning panei like this available in 
Photoshop itself. 


Saturation shortcut 

When dragging the Hue sliders in the 
Split Toning panei you can hold down 
the ^3 @3 key to temporarily apply 
a boosted saturation to the split tone 
adjustment and thereby see more clearly 
the hue value you are applying. This works 
even when the Saturation sliders are set 
to zero. 





Cumri Hüw 7.Q - IlilSiltUid H4D-50 


A * fc m a m 80 

Split Toning 


Highlights 
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Figure 6.5 This shows an example of a Split Toning adjustment in Camera Raw. 
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Camera Raw color image split toning 

Although the Split Toning panei appears to be designed for black and 
white work, these Controls can be just as useful when editing color 
images. There are still ways to produce color cross processing effects 
in Photoshop, but the Camera Raw Split Toning Controls can produce 
similar results, but with less hassle. 




Camera Raw 7.0 - Canon EOS-lDs Mark III 



Save Image...^ 


Open Image Cancel 


Done 


1 Here you can see a photo before I had applied a split toning effect. But note that I first 
applied a -40 Vibrance adjustment in order to desaturate the colors slightly. 
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2 I then wenttothe Split Toning panei and adjusted the Hue and Saturation sliders 
to createthe split toning effectshown here. Essentially, the Hue sliders allowyou to 
independently set the hue color for the highlights and the shadows and the Saturation 
sliders letyou adjustthe saturation. As I mentioned on page 409, if you hold down 
the Q fÉ key as you drag on a Hue slider you’11 see a temporary, saturated preview. 
This allows you to set the Hue slider for the desired color, without needing to adjustthe 
Saturation sliderfirst. The Balance slider can be used to adjustthe balance between the 
highlight and shadow colors. This lets you offset the midpoint between the two. What 
is interesting to note here is that although the Hue values were the same for both the 
highlights and shadows, the Balance slider can still have a subtle effect on the outcome of 
any Split Tone adjustment. 
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3 To demonstrate the versatility of the Split Toning panei, these four additional looks were 
created by further tweaking the Split Toning panei settings. 
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Black and white output 

Black and white printing should be easy, but if you are printing 
from RGB files youTl meet the exact same issues that affect 
normal color printing. Your ability to match the print output to 
the display will, as always, be dependent on the accuracy of the 
Computer display calibration, the type of paper you are printing 
with and the effectiveness of the printer profile you are using. Mind 
you, with black and white printing there is perhaps more latitude 
for the color to be off and still produce pleasing results. But if you 
are aiming for a perfectly neutral black and white print, then the 
profile used must be accurate. In theory, if the measured Info panei 
gray values are all neutral, the print output should be neutral too. 

Advanced B&W Photo tips 

If you are using one of the more advanced Epson printers you may 
be interested to know that you can access the Advanced B&W 
Photo settings shown in Figure 6.6, where you can apply coloring 
effects via the Epson driver system Print dialog. There are a few 
things you need to do in order to access and make the most of the 
Advanced B&W feature for Epson printers. Firstly, this is only 
available with certain printer models, such as the Epson 4800 and 
later models. You can make a print from either RGB or Grayscale 
images, but the printer driver assumes the image to be in neutral 
RGB (and ignores any colors), or to be in Grayscale mode. 
Normally you would convert to Grayscale first, in which case 
the gamma of the Grayscale space you convert to should match 
the gamma of your RGB workspace (see the Color Management 
PDF that is on the book website). In the Photoshop Print dialog 
you will want to select Photoshop Manages Colors and select an 
appropriate printer profile and rendering intent (again, see the 
Color Management PDF). When you click Print, this will take you 
to the Epson print dialog, where in the Print Settings section you 
will need to select an appropriate media type, such as Photo Paper 
> Premium Glossy Photo Paper, in order to match the profile 
selected in the Photoshop Print dialog (note also that not all paper 
media settings support Advanced B&W). Next, select ‘Advanced 
B&W Photo’ from the Color section of the Print dialog (see page 
708). Having done that, click on the Advanced Color Settings, 
to access the Print dialog options shown in Figure 6.6, where 
the key thing is to leave most of these sliders as they are, apart 
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from choosing a color toning method. You can choose a preset 
color from this menu, click on the color wheel below, or adjust 
the Horizontal and Vertical values. You will notice that the Tone 
setting says ‘Darker’. This is actually the default setting, but you 
can modify this if you wish. 


Print 


Pr) n ter: 1 EPSON Stylus Pro 4800 

Presets: ' Standard T] 



Copies: 1 

Pages: ® Àf[ 

G From: 


ívl Collated 


PrinE Settings 


Basic Advanced CoÈor Settings 


Horizontal 

Vertical 


Color Toning: Fine Adjustment 

Tone: Darker í 1 

Brlghtness: 

F 

Contrast: 

iõ " 9 7 

Shadow Tonaüty: 

[TI - 9 

Highlight Tonalíty; 

fõ I --9-- 

Max Opticai Oensity: 

T~ -:-9* 

HigHIight Point Shift: 


? PDF t ) ( Previ ew ) 


Cancel Save 


Figure 6.6 Thisshows the Advanced Color Settings for the Epson 4800 printerwhen the 
Advanced B&W Photo’ option is selected in the main Print Settings section of the System 
print interface. This allows you to apply different black and white output toning options. 
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Chapter 7 

Extending the 
dynamic range 

F or many years now, everyone has become preoccupied 
with counting the numbers of pixels in a digital capture 
as if this is the one benchmark of image quality that 
matters above all else. Size isn’t everything though and 
it is really the quality of the pixel capture we should be concerned 
with most. Digital SLR cameras tend to have better quality sensors 
than compact digital cameras and the large, high-end camera backs 
have features such as built-in cooling mechanisms that help them 
produce the very best in image capture quality. The one thing 
people haven’t focused on so much is the dynamic range of a 
camera sensor. Dynamic range refers to the ability of a sensor to 
capture the greatest range of tones from the minimum recordable 
shadow point to the brightest highlights and this is what we are 
going to focus on here in this chapter. 
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Other HDR applications 

32-bit image editing is also used 
extensively to make the realistic CGI 
effects you see in many movies and 
television programs. These are all created 
using a 32-bit color space to render the 
computer-generated characters. It is 
necessary to do this in order to make them 
interact convincingly with the real world 
film footage. What usually happens is a 
light probe image is taken of the scene 
in which the main filming takes place. 

This is an omnidirectional HDR image 
which can consist of a sequence of six 
or seven overlapping exposures shot of 
a mirrored sphere. The resulting light 
probe image contains all the information 
needed to render the shading and textures 
on a computer-generated object with 
realistic-looking lighting. Paul Debevec is 
a leading expert in HDR imaging and his 
website www.debevec.org contains a lot of 
interesting information on HDR imaging 
and its various applications. 


High dynamic range imaging 

It is interesting to see how camera sensor technology has evolved 
over the last few years and speculate what might be in store in 
the years to come. In time we may see camera sensors become 
available that are able to capture high dynamic range scenes in a 
single exposure. However, HDR cameras are not that common yet, 
so currently it is all about capturing bracketed sequences of images 
and blending these together to create single high dynamic range 
images that can contain the entire scenic tonal range. 

Right now there are a lot of photographers interested in 
exploring what can be done using high dynamic range image 
editing. For example, by using the Merge to HDR Pro feature in 
Photoshop you can combine two or more images that have been 
captured with a normal digital camera, shot at different exposures, 
and blend these together to produce a 32-bit floating point, high 
dynamic range image. You can then convert this 32-bit HDR file 
into a 16-bit per channel or 8-bit per channel low dynamic range 
version which can then be further edited in Photoshop. 

Basically, high dynamic range image editing requires a whole 
new approach to the way image editing programs like Photoshop 
process the high dynamic range image data. Because of this the 
Photoshop team had to rewrite a lot of the Photoshop code so 
that some of the familiar Photoshop tools could be made to work 
in a 32-bit floating point image editing environment. Photoshop 
therefore now offers a limited range of editing Controls such as 
layers and painting in 32-bit mode. The Merge to HDR Pro feature 
has been further improved in Photoshop CS6, but as you will 
read later in this chapter, the new Process 2012 for Camera Raw 
can also cope very effectively with raw image captures of high 
dynamic range subjects. 

HDR essentials 

Camera sensors record the light that hits the individual photosites 
and the signal is processed and converted into a digital file. I won’t 
complicate things with a discussion of the different sensor designs 
used, but essentially the goal of late has been to design sensors in 
which the photosites are made as small as possible and crammed 
ever-closer together so as to provide an increased number of 
megapixels. Camera sensors have also been made more efficient 
so that they can capture images over a wide range of ISO settings 
without generating too much electronic noise in the shadow areas 
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Figure 7.1 One approach to increasing the 
dynamic range of a camera sensor is to have 
two different sized photosites working together 
to capture the light hitting the sensor. One can 
liken this to having a wide rimmed glass and a 
narrow rimmed glass side by side, where the 
wide rimmed glass is able to detect the small 
amounts of rain and when this glass has filled, 
the narrow rimmed glass can keep measuring 
the heavier amounts of rain. In terms of light 
capture, large high sensitivity photosites can 
be positioned nextto small, low sensitivity 
photosites and thereby expand the dynamic 
range of a sensor, as is the case with the Fuji 
Super CCD. 


or at high ISO settings. The problem all sensors face though is 
that at the low exposure extreme there comes a point where the 
photosites are unable to record any usable leveis information over 
and above the random noise thafs generated in the background. At 
the other extreme, when too much light hits a photosite it becomes 
oversaturated and is unable to record the light leveis beyond a 
certain amount. One way to look at this is to imagine photosites as 
being like glasses for capturing rainwater. The advantage of a wide 
rimmed glass is that it’s better for detecting small amounts of rain. 
A narrow rimmed glass will be less sensitive to small amounts of 
rain, but will allow you to continue measuring the rain after a wide 
rimmed glass has overflowed (see Figure 7.1). 

Fuji Super CCD 

So far, Fuji are the only camera company to come up with a new 
approach to this problem. The Fuji-designed Super CCD comprises 
of two sets of photosites laid out in an octagonal pattern, where 
you have a standard size photosite that can record the same 
dynamic range as a normal photosite and a smaller photosite 
next to it that can record any detail that is brighter than what the 
standard sized photosite is able to record. The data captured using 
this type of sensor can be extrapolated to create a raw capture 
image which represents a dynamic range that is wider than most 
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other digital cameras. Fuji classify the two photosites as a single 
photosite sensor, which means that the latest Fuji S5 camera has 
in fact a total of 6 million ‘combined’ photosites, but because of 
the way the photosites are laid out on the sensor chip and how 
the data is interpreted, the effective number of megapixels is 
rated as 12.1 MP. Fuji have had a problem convincing everyone 
that this can be regarded as a genuine megapixel rating, but 
wedding photographers in particular have been very impressed 
with the dynamic range offered by this range of cameras, which 
is especially important when shooting white wedding dresses 
alongside dark suits under what can sometimes be less than ideal 
shooting conditions. Unfortunately some wedding photographers 
have been sold the idea that JPEG shooting is the best approach 
for weddings and in turn have lost all the advantages that can be 
gained from high dynamic range raw capture! 

Alternative approaches 

Other high dynamic range sensor technologies are in the pipeline. 
One method relies on the ability of a sensor to quickly record a 
sequence of images in the time it takes to shoot a single exposure. 
By varying the exposure time value for each of these exposures 
the camera software can extract a single high dynamic range 
capture. The advantage of this approach is that it might be feasible 
to capture a high dynamic range image using a fast shutter speed, 
although maybe not with a high speed strobe flash unit. So far 
we have seen a number of consumer digital cameras adopt this 
approach (as well as the iPhone), but so far with limited success. 

Bracketed exposures 

Until we have true HDR cameras, we will have to rely on using 
bracketed exposures (see Figure 7.2). The aim here is to capture a 
series of exposures that are far enough apart in exposure value so 
that we can extend the combined range of exposures to encompass 
the entire scenic tonal range as well as extend beyond the limits 
of the scenic tonal range. The advantage of doing this is that 
by overexposing for the shadows we can capture more leveis 
information and this can result in cleaner, noise-free shadow 
detail. Exposing beyond the upper range of the highlights can 
ais o be useful when trying to recover information in certain tricky 
highlight areas. Shooting bracketed exposures is the only way most 
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of us can realistically go about capturing all of the light leveis in 
any given scene and merge the resulting images into a single HDR 
file. When this is done right you have the means to create a low 
dynamic rendered version from the HDR master that can reproduce 
most if not all of the original scenic tonal range detail. 



Figure 7.2 This diagram illustrates how individual bracketed exposures when merged to 
forni a single high dynamic range image can extend the histogram scale to encompass the 
entire luminance of the subject scenic range. 


Displaying deep-bit color 

It is hard to appreciate the difference between 8-bit per channel 
and 16-bit per channel images, let alone 32-bit images when all 
you have to view your work with is an 8-bit or 10-bit per channel 
display. However, display technology is rapidly improving and 
in the future we may see the introduction of displays that use a 
combination of LEDs and LCDs to display images at greater bit 
depths and over a higher dynamic range. Dolby already supply 
such specialist high dynamic range displays and the difference is 
remarkable. In the future, such displays may allow us to see the 
images we are editing in greater tonal detail and over a much wider 
dynamic range. 


Exposure slider 

It is impossible to represent an HDR image 
on a standard Computer display, which is 
why the Exposure slider is available for 
32-bit images as a slider in the status box 
section of the document window (Figure 
7.3). This allows you to inspect an HDR 
image at different brightness leveis. Since 
the display you are using is most likely 
limited to a bit depth of 8 or 10 bits, this is 
the only way one can actually ‘see’ what is 
contained in a high dynamic range 32-bit 
image. 



Figure 7.3 This shows a 32-bit image with 
the Exposure slider shown in the status box. 
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Photomatix Pro 

Photoshop’s tone mapping methods 
are designed to help you create natural- 
looking conversions from an HDR to an 
LDR image. Photomatix Pro has proved 
extremely popular with photographers 
because it offers excellent photo merging, 
ghosting control, is better at merging 
hand held shots and above all, offers 
more extensive tone mapping options. 
Tone mapping with Photomatix Pro is 
much easier and also allows you to create 
those illustration-like effects that are often 
associated with a high dynamic range 
image look (which we should really call 
‘HDR to LDRconverted images’). One 
explanation forthe difference between 
the Photoshop HDRconversion method 
and Photomatix Pro may be because 
Photoshop uses a bilateral filterforthe 
tone mapping, while Photomatix Pro uses 
a Gaussian filter, which can produce more 
noticeable-looking halos. I like using 
Photomatix Pro and find it quick to work 
with, but I do also find the new Merge to 
HDR Pro now works extremely well and 
I now find myself split between working 
with the two. 


Capturing a complete scenic tonal range 

The light contrast ratio from the darkest point in a scene to the 
brightest will vary from subject to subject, but in nearly every case 
it will certainly exceed the dynamic range of even the best digital 
cameras. Our human vision is able to differentiate between light 
and dark over a contrast ratio of 1:10,000, which in photography 
terms is equivalent to about 14 exposure values (EV). Meanwhile, 
most digital cameras can only capture a tonal range of around 
6-8 EV. For the most part we have to choose our exposures 
carefully and decide in advance whether we wish to expose for 
the shadows, or for the highlights, or somewhere in between. We 
also know from experience that we don’t always need to record 
every single tone in a scene in order to produce a good-looking 
photograph. It is after all OK to deliberately allow some highlights 
to burn out or let the shadows go black. However, if we wish 
to capture every levei of tonal information in a scene, the only 
practical solution right now is to shoot a succession of bracketed 
exposures (see Figure 7.2), From this we can create a single image 
that is capable of capturing the entire scenic tonal range. 

Therefore, when capturing a high dynamic range image the 
objective is to make sure you capture the entire contrast range in 
a scene from dark to light. You can do this by taking spot meter 
readings and manually work out the best exposure bracketing 
sequence to use, plus how many brackets are required. An 
alternative (and simpler) approach is to use a standard method of 
shooting in which you first measure the best average exposure (as 
you would for a single exposure) and bracket either side of that 
using either 3, 5 or 7 bracketed exposures at 2 EV apart. This may 
not be so precise a method, but a 5-bracketed sequence should at 
the very least double the dynamic range of your camera. 

There are several benefits to capturing a high dynamic range. 
First of all you can potentially capture all the light that was in 
the original scene and edit the recorded information any way you 
like. Secondly, providing you manage to capture all the individual 
brackets without any subject movement, a merged HDR image 
should contain smoother tonal information in the shadow regions. 
This is because more leveis are captured at the bright end of the 
leveis histogram (see ‘Digital exposure’ on page 184). Because 
of this the overexposed brackets will have more leveis with which 
to record the shadow detail. When you successfully capture and 
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create an HDR image, there should be little or no noise in the 
shadows and you should have a lot more headroom to edit the 
shadow tones without the risk of banding or lack of fine detail that 
is often a problem with normally exposed digital photos. 

HDR shooting tips 

The first thing you want to do is to set up your camera so that it 
can shoot auto bracketed exposures. This can usually be done via 
the camera Controls. Some cameras only allow you to shoot three 
bracketed exposures, others more. With the Canon EOS range you 
should find that by tethering your camera to the Computer you can 
use the Canon camera Utilities software to set the default to five 
or more exposure brackets. The bracketing should be done based 
on varying the exposure time. This is because the aperture must 
always remain fixed so you don’t vary the depth of field or the 
parallax between captures. Next, you want the camera to be kept 
still between exposures. It is possible to achieve this by shooting 
the pictures with a hand held camera and keeping as still as 
possible, but for best results you should use a sturdy tripod with a 
cable release. Even then you may have the problem of mirror shake 
to deal with. This is where the flipping up of the mirror on an 
SLR camera can set off a tiny vibration, which can cause a small 
amount of image movement during the exposure. However, this is 
mostly only noticeable if using a long focal length lens. It’s really 
when shooting on a tripod this can be a problem - if you shoot 
hand held, the vibration will be dampened by you holding the 
camera. So apart from using a cable release, do enable the mirror 
up settings on your camera if you can. 

The ideal exposure bracket range will vary, but an exposure 
bracket of five exposures of 2 EV apart should be enough to 
successfully capture most scenes. You can use just three exposures 
that are 2 EV apart and get good results, but you won’t be 
recording as wide a dynamic range. As you shoot a bracketed 
sequence watch out for any movement between exposures such 
as people moving through the frame, cars or where the wind 
may be causing movement. Sometimes it can be hard to prevent 
everything in the scene from moving and Merge to HDR Pro is 
capable of removing some ghosting effects, but it’s best to avoid 
this if you can. 


Really still, still life 

The Merge to HDR Pro dialog can 
automatically align the images for you, 
but it is essential that everything else 
remains static. You might just get away 
shooting the HDR merge images with a 
hand held camera using an auto bracket 
setting, but if so much as just two of the 
pictures fail to registeryou won’t be able 
to create a successful HDR merge. If you 
do resort to hand holding the camera, use 
a fast motor drive setting, raise the ISO 
setting at leasttwo stops higherthan you 
would use normally for hand held shooting 
and try to keep the camera as steady as 
possible (hand holding the camera should 
also absorb some of the mirror shake 
movement). 
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TIFF Optiom 


Bit Depth 
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0 32 bit (Float) 

Image Compression 
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_ Save image Pyramid 


Layer Compression 

J Oiscard Layers an< 


Figure 7.4 This shows the TIFF options 
when saving a 32-bit file as a TIFF. Note the 
additional Bit Depth options you see at the top 
when saving a 32-bit file. 


If you shoot three or five exposures and separate these by 2 
exposure values (EV), this should allow you to capture a wide 
scenic capture range efficiently and quickly. You can consider 
narrowing down the exposure gap to just 1 EV between each 
exposure and shoot more exposures. This can make a marginal 
improvement to edge detail in a merged HDR image, but can 
ais o increase the risk of error if there is movement in any of the 
individual exposures. 

HDR File formats 

True high dynamic range images can only originate from a 
high dynamic range capture device or be manufactured from a 
composite of camera exposures using a method such as the Merge 
to HDR pro option (which is described later in this chapter). 
Photoshop’s 32-bit mode uses floating point math calculations 
(as opposed to regular whole integer numbers) to describe the 
brightness values, which can range from the deepest shadow to the 
brightness of the sun. It is therefore using a completely different 
type of image mode to describe the luminance values in an image. 

If you want to save a 32-bit HDR image in Photoshop you 
are offered a choice of formats. You can use the Photoshop PSD, 
Large Document format (PSB) or TIFF format (see Figure 7.4). 
These file formats can store Photoshop layers or adjustment layers, 
but the downside is the file sizes will be at least four times that of 
an ordinary 8-bit per channel image. However, there are ways to 
make 32-bit HDR files more compact. You can use the OpenEXR 
or Radiance formats to save your HDR files more efficiently with 
compression and the OpenEXR format will very often be only 
slightly bigger than an ordinary 8-bit version of an image. The 
downside is you can’t save Photoshop layers using OpenEXR, but 
this could still be considered a suitable format choice for archiving 
flattened HDR images, despite the fact that it is utilizing less of the 
data than a full 32-bit per channel format such as PSB or TIFF. 


How to fool Merge to HDR 

Some people have asked if it is possible to take a standard single 
shot image, create versions of varying darkness and merge these 
together as an HDR image. The thing is, you can’t fool Merge 
to HDR Pro since it responds to the camera time exposure EXIF 
metadata information in the file rather than the ‘look’ of the image. 
However, you can now use Image O Adjustments o HDR Toning 
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to create a fake HDR look from a normal dynamic range image. The 
way it does this is to convert an 8-bit, or ideally a 16-bit per channel 
image to 32-bits per channel mode and then pops the HDR Toning 
dialog shown in Figure 7.5 which allows you to apply HDR toning 
adjustments as if it were a true 32-bit HDR original. Note, this only 
works if you are editing an image that is in RGB or Grayscale mode 
and has been flattened first. This isn’t true HDR to LDR photography, 
but it does provide a means by which you can create an ‘HDR 
look’ from photographs that werenT captured as part of a bracketed 
exposure sequence. 


OpenEXR files and ICC profiles 

Currently there is no accepted color 
management standard for the OpenEXR 
format. Therefore, when you open such 
images in Photoshop you need to have 
an idea about what would be the best 
profile to apply here, and assign this via 
the Missing Profile box that pops up when 
you open the image. In most cases itwill 
be safe to assume this should be your 
regular RGB workspace (particularly if it 
was you who saved the OpenEXR file in the 
first place). Note that while the document 
profile choices will say Adobe RGBor 
ProPhoto RGB, or whatever, the actual 
profile space uses the color primaries of 
the selected workspace, but in a linear RGB 
space (which is the same for all 32-bit 
images opened in Photoshop). 


HDR Toning 
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Figure 7.5 This shows an example of HDR Toning being applied to a normal 16-bit per 
channel image (top) to produce the fake high dynamic range effect shown here. 
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Camera Raw Smart Objects 

A Smart Object Stores the raw pixel 
data within a saved PSD or TIFF image 
(you’ll learn more about Smart Objects 
in Chapter 9). This means you have the 
freedom to re-edit the raw data at any 
time. Although it is possible to apply the 
technique shown here to JPEG images, 
this won’t bring you any real benefit 
compared with processing a raw image 
original. The important thing to stress 
here is that this technique really applies to 
editing raw files only. 


Basic tonal compression techniques 

Blending multiple exposures 

A simple way to extend the dynamic range of your capture images 
is to blend two or more exposures together using a simple mask. 
The approach described here in the following steps also brings you 
the benefit of being able to edit the individual Camera Raw Smart 
Object layers. 



1 When shooting this landscape photo itwas 
not possible to capture the entire scene using 
a single exposure. It needed one exposure 
made for the sky and another exposure made 
for the ground, with a difference of around 2 
stops between the two. The photos you see 
here were captured in raw mode and only the 
default Camera Raw adjustments had been 
applied so farto each shot. 
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2 1 began by opening these two raw images as Smart Objects. To do this. I reopened each 
image via Camera Raw, held down the EBIft key and clicked the ‘Open Object’ button 
(circled) to open as a Smart Object in Photoshop. Note that this button usually says ‘Open 
Image’ and only switches to say ‘Open Object’ when the && key is held down. 
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3 After opening both raw images as Smart Objects I used the move tool to drag the darker 
exposure image to the lighterexposure image window, placing it asa layer. Atthisstage 
I could double-click the thumbnails to reopen the images in Camera Raw and re-edit the 
original settings. 
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4 With the darker Smart Object layer selected I clicked on the Add Layer Mask at the 
bottom of the Layers panei (circled) to add an empty new layer mask. I then selected the 
gradient tool and added a white to black gradient. This faded the visibility of the top layer. 



5 1 then selected the bottom layer, double-clicked the thumbnail to open it in Camera Raw 
and made some further tweaks to the Tone Curve panei to add more tonal contrast. Once I 
was done I clicked OK to close the Camera Raw dialog. 
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6 Wheneveryou update the Camera Raw settings it usually takes a few seconds after 
closing the Camera Raw dialog to see the changes updated in the Photoshop document 
window. To produce the final image shown here, I did a couple more things. I reopened the 
dark Smart Object layer and adjusted the white balance to make the image slightly cooler. 

I then also used the brush tool and painted with white and black on the associated layer 
mask to fine-tune the mask border edge. In some instances you might find it desirable to 
apply a mask that precisely follows the outline of the horizon. But in a lot of cases, such as 
the example shown here, a soft edge mask will work fine. The effect I was trying to achieve 
here was somewhat similar to placing a graduated filter in front of the lens. When working 
in Photoshop it is quite easy to mimic this type of effect, except you have the means to edit 
the mask edge as much as you like. 



427 























Martin Evening 


Adobe Photoshop CS6 for Photographers 


Camera Raw adjustments using Process 2012 

There will be times when you won’t be able to set up the camera on 
a tripod or shoot a series of bracketed exposures. However, the latest 
Process 2012 for Camera Raw does now provide an opportunity to 
effectively edit a raw image and compress the scenic tonal range 
without needing to rely on multiple exposures. Since using Process 
2012 I have found less need to rely on Merge to HDR techniques. 
Most of the time, all I need is one properly exposed raw image. 



1 Here is a raw image that was processed using the Auto Tone setting. Now, with this photo 
the camera was able to capture a full range of tones from the shadows to the highlights, but 
as you can see, with the auto tone setting applied here, it was missing some contrast in the 
highlights and the shadows were rather dark and lacked detail. 
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2 In the Camera Raw dialog I made sure I had updated to Process 2012 and adjusted the 
Basic panei sliders (shown here on the right) to achieve the best detail in the tower and the 
clouds. You will notice here that I mainly used a negative Highlights adjustmentto darken 
the highlights and an extreme positive Shadows adjustment to bring out more detail in 
the shadow areas. Having applied these major adjustments to compress the scenic tonal 
range, all I needed to do was fine-tune the Whites and Blacks sliders to set the highlight 
and shadow clipping. 
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Response curve 

Each time you load a set of bracketed 
images, Merge to HDR Pro automatically 
calculates a camera response curve 
based on the tonal range of images you 
are merging. As you merge more images 
from the same sensor, Merge to HDR Pro 
updates the response curve to improve 
its accuracy. If consistency is important 
when using Merge to HDR Pro to process 
files over a period of time, you might find 
it useful to save a custom response curve 
(see Step 3) and reuse the saved curve 
when merging images in the future. 


Merge to HDR Pro 

Now that you’ve learnt a few things about high dynamic range 
images, it’s time to put the experience into practice and go out 
and shoot some pictures. To avoid disappointment, I suggest you 
choose an easy subject to shoot with first and follow the advice on 
the previous pages about bracketing and using a tripod plus cable 
release. You can certainly get successful results from shooting 
JPEG images, so don’t feel you have to use raw, but in my view 
raw gives you more options, like the ability to ensure the white 
balance is synchronized. The Merge to HDR Pro command can 
be accessed via the File o Automate menu in Photoshop or via 
the Tools o Photoshop menu in Bridge. I usually find it best 
to open via Bridge, since the image alignment is applied there 
automatically. 
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1 The original pictures were bracketed using differenttime exposures attwo exposure 
values (EV) apart. I began by opening a selection of three raw digital capture images via 
Camera Raw. It was important that all auto adjustments were switched off. In this example, 
I made sure the Camera Raw Defaults were applied to the first image and synchronized 
thissetting across all the otherselected images (you’11 definitely need to check the white 
balance is included in the synchronization if the camera had used an auto white balance 
setting). 
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Window Help 


Batch Rename... 


OXR 


Create Metadata Template... 

Edit Metadata Template ► 

Append Metadata ► 

Replace Metadata ► 


Cache ► 


Photoshop 


Batch... 

Contact Sheet II... 

Image Processor... 

Lens Correction... 

Load Files into Photoshop Layers. 


Merge to HDR Pro... 


Photomerge... 

Process Collections in Photoshop 


2 I keptthe images selected in Bridge and went 
to the Tools menu and chose Photoshop o 
Merge to HDR Pro. 

3 This shows the Merge to HDR Pro dialog 
in 16-bit mode. Providing the 8-bit or 16-bit 
mode are selected you will see the HDR toning 
options shown here. These allowyou to apply 
an HDR to LDR conversion in one step (the 
HDR toning contrais are described more fully 
on pages 432-433). Ifyou preferatthis 
stage to simply save the image as a 32-bit 
master HDR file, you should select 32-bit 
from the Mode menu, where the only option 
available is to adjust the exposure value for the 
image preview. There is also a fly-out menu in 
the Merge to HDR Pro dialog (circled below) 
where you can save or load a custom response 
curve (seesidebaropposite). 
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Merge to HDR Pro script 

There is a ‘Merge to HDR’ script you can 
load from the Presets/Scripts folder that 
allows you to open files or folders of 
images to process via Merge to HDR Pro. 

It does not allow you to process layered 
files, although there are hooks present that 
could allowthisto be scripted. 

Exposure and Gamma 

You can use the Exposure slider to 
compensate for the overall exposure 
brightness and the Gamma slider to 
(effectively) reduce or increase the 
contrast. These contrais are rather basic, 
but they do allow you to create a usable 
conversion from the HDR image data. 

Highlight Compression 

The Highlight Compression simply 
compresses the highlights, preserving 
all the highlight detail. It can render good 
midtones and highlights atthe expense of 
losing some detail in the shadows. 


Tone mapping HDR images 

After you have created a merged 32-bit per channel HDR image, 
you can save the HDR master using the PSD, PSB or TIFF formats 
to preserve maximum image detail plus any layers. Or, you can 
use the OpenEXR format, which as I explained earlier can be a 
more efficient, space saving file format for storing 32-bit images. 
You can if you like skip saving the merged HDR image and jump 
straight into the tone mapping stage by selecting the 16-bit per 
channel or 8-bit per channel option in the Merge to HDR dialog. I 
think you will find though that there are some definite advantages 
to preserving a master image as an HDR file. There is a real art to 
tone mapping an image from a high dynamic range to a normal, 
low dynamic range State and you won’t always make the best 
decision how to do this on your first try. It therefore makes sense 
to save an HDR file as a 32-bit master image first and then use the 
Image o Mode in Photoshop to convert from 32-bits to 16-bits or 
8-bits per channel. This pops the HDR Toning dialog (Figure 7.7), 
which offers four methods of converting an HDR image to a low 
dynamic range version (see the sidebars on the left and the section 
below). With each of these the aim is the same: to squeeze all of 
the tonal information that is contained in the high dynamic range 
master down into a low dynamic range version of the image. Here I 
am going to concentrate just on the Local Adaptation method. 


Equalize Histogram 

The Equalize Histogram option attempts 
to map the extreme highlight and shadow 
points to the normal contrast range of a 
low dynamic range Photoshop image, but 
ifs a rather blunt instrument to use when 
converting a high dynamic range image. 


Local Adaptation 

The Local Adaptation method is designed to simulate the way 
our human eyes compensate for varying leveis of brightness 
when viewing a scene. For example, when we are outdoors our 
eyes naturally adjust and compensate for the difference between 
the brightness of the sky and the brightness of the ground. The 
difference in relative brightness between these two areas accounts 
for the ‘global contrast’ in the scene. As our eyes concentrate on 
one particular area, the contrast we observe in, say, the clouds in 
the sky or the grass on the ground is contrast that is perceived at a 
localized levei. The optimum settings to use in an HDR conversion 
will therefore depend on the image content. In Figure 7.6 we 
have a photograph of a scene that has a high dynamic range. The 
global contrast would be the contrast between the palm tree seen 
in silhouette against the brightly lit buildings in the background, 
while the localized contrast would be the detail contrast within 
both the bright and dark regions of the picture (magnified here). 
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The Radius slider in the Local Adaptation HDR Toning dialog 
Edge Glow section (Figure 7.7) is said to control the size of the 
glow effect, but I prefer to think of this as a ‘global contrast’ 
control. Basically, the tone mapping process lightens the shadows 
relative to the highlights and the tone mapping is filtered via a soft 
edge mask. Increasing the Radius amount widens the halos. At a 
low setting you’11 see an image in which there may be a full tonal 
range from the shadows to the highlights, but the image looks 
rather Hat. As you increase the Radius this widens the halos, which 
softens the underlying mask and this is what creates the impression 
of a normal global contrast image. You can then use the Strength 
slider to determine how strong you want the effect to be. At a 
zero Strength setting the picture will again look rather Hat. As you 
increase the Strength amount, you TI see more contrast in the halos 
that are generated around the high contrast edges in the image. 

The Edge Glow Strength slider can therefore be used to soften or 
strengthen the Radius effect, but you do need to watch for ugly 
haloes around the high contrast edges. 

When the Gamma slider is dragged all the way to the left, there 
is no tone compression between the shadows and highlights. As 
you drag the other way to the right, this compresses the shadows 
and highlights together. The Exposure slider can then be used to 
compensate for the overall exposure brightness. Note that this 
slider adjustment can have a strong impact as it is applied after the 
tone mapping stage rather than before. 

The Detail slider works a bit like the Clarity slider that’s found 
in Camera Raw and you can basically enhance the localized 
contrast by adding more Detail. The Shadow and Highlight 
sliders are fine-tuning adjustments. These sliders can be used to 
independently adjust the brightness in the shadows or highlight 
areas. For example, the Shadow slider can be used to lighten the 
shadow detail in the darkest areas only. HDR Local Adaptation 
conversions typically mute the colors so you can use the Vibrance 
and Saturation sliders to control the color saturation. 

Finally, we come to the Toning Curve and Histogram. You can 
use this to apply a tone enhancing contrast curve as a last step in 
the HDR conversion. The histogram displayed here represents 
that for the 32-bit image, but you TI find the Histogram panei in 
Photoshop more useful when gauging the outcome of a conversion. 
When you are done you can click on the OK button for Photoshop 
to render a low dynamic range version from the HDR master. 



Figure 7.6 Here is an example of a subject 
that has a wide dynamic range and strong 
global contrast. 



Figure 7.7 The Local Adaptation tone 
mapping method (also showing the Tone 
Curve and Histogram options). 
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Figure 7.8 When removing ghosts you can 
select the image to base the anti-ghosting on. 

Capture sharpening and HDR 

Edge artifacts can start to appear as you 
apply HDR toning to a high dynamic range 
image. The things that cause this are heavy 
use of the Detail slider and edges where 
there is a Sharp amount of contrast. Over 
the page you can see an example of how 
turning on the Edge Smoothing can help 
mitigate some of these effects. Beyond 
that, try not to go too crazy with the Detail 
slider, but there is also one more thing 
you should try and that is to turn off the 
capture sharpening for the raw files before 
you generate a Merge to HDR Pro image. 

In Figure 7.10 you can see howdoing 
this can make it easier for you to process 
certain types of images. If you disable the 
capture sharpening before you process 
the images through Merge to HDR Pro, 
you just need to rememberto apply the 
required capture sharpening afteryou have 
created the HDRtoned version. 




Removing ghosts 

It is important to minimize any movement when shooting 
bracketed exposures, which is why it is best to shoot using a sturdy 
tripod and with a cable release. Even so there remains the problem 
of objects that may move between exposures such as tree branches 
blowing in the wind. To help address this the Merge to HDR Pro 
process in Photoshop utilizes a ghost removal algorithm which 
automatically tries to pick the best base image to work with and 
discards the data from other images in those areas where there 
is movement. When the ‘Remove Ghosts’ option is checked in 
the Merge to HDR Pro dialog youTl see a green border around 
whichever thumbnail has been selected as the base image (Figure 
7.8). You can override this by clicking to select an alternative 
thumbnail and make this the new base image. For example, if the 
moving objects are in a dark portion of the photograph then in 
these circumstances it will be best to select a lighter exposure as 
the base image. In practice I have found the ghost removal to be 
very effective on most types of subjects, although moving clouds 
can still present a problem. Skies are also tricky to render because 
the glow settings can produce a noticeable halo around the sky/ 
horizon edge. This problem can usually be resolved by substituting 
the médium exposure sky image as a separate layer with a layer 
mask based on the outline of the sky. 

How to avoid the ‘HDR 9 look 

It has to be said that HDR to FDR converted images can 
sometimes look quite freaky because there is a temptation to 
squeeze everything into a low dynamic range. Just because you 
can preserve a complete tonal range doesnT mean you should. 

It really is OK to sometimes let the highlights burn out or let 
the shadows go black. The Photomatix Pro program has proved 
incredibly popular with HDR enthusiasts, and in the process 
spawned the classic ‘HDR’ look, which personally I think has 
been done to death now. Besides, Photomatix Pro can actually be 
used to produce nice, subtle tone mapped results, but I suppose 
people don’t notice these types of HDR photos quite so much. The 
Photoshop approach also lets you produce what can be regarded as 
natural-looking conversions and I think you TI agree that the Figure 
7.9 example shows how the HDR to FDR image process can result 
in a photo that looks fairly similar to a normal processed image, 
but with much improved image detail in the shadow regions. 


434 



Chapter 7 


Extending the dynamic range 



Figure 7.9 On this page you can see a comparison between a single edited image, using an optimum 
exposed photograph (top), processed via Camera Rawand output as a 16-bit file. Belowyou can see the 
HDR edited version thatwas converted to make a 16-bit low dynamic range image. Atfirstglance the 
difference is quite subtle. I did after all try to getthetwo imagesto match as closely as possible, butyou 
should notice bettertone and detail contrast in the roof rafters in the HDR converted version. The difference 
was more noticeable though when I examined the shadow areas. In the enlarged close-up views you can see 
there is much more image detail and virtually no shadow noise in the bottom image. 
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Figure 7.10 This shows an example of 
Smooth Edges off (top) and on (middle) and 
Smooth Edges on with capture sharpening off 
(bottom). Note that edge smoothing can dilute 
the contrast. To restore, try boosting the Detail 
slider. 


Smooth Edges option 

When using the Local Adaptation method, you will see there is 
now a new Smooth Edges option. When this is checked it can 
improve the image quality when toning HDR merged photos. You 
can see before and after examples in Figure 7.10 and how it can 
improve the edge appearance. I would say this is a problem you 
are more likely to notice when using a high Detail slider setting, 
where you can often end up seeing unwanted halos around the high 
contrast edges. Applying edge smoothing won’t help get rid of all 
types of artifacts and it can also influence the effect of the other 
HDR toning slider adjustments. So you may sometimes need to 
revisit these after applying the Smooth Edges option. 


HDR toning example 



1 1 began here with an HDR image that was produced by merging together a bracketed 
sequence of three photographs that were shot at 2 EVs apart. 
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2 To convert a high dynamic range image into a low dynamic range version I had two 
options. I could go to the Image o Mode submenu and choose 16-bits / Channel, or 
choose Image o Adjustments o HDR Toning... Either of these methods would open the 
HDRToning dialog shown here. Of the four tone mapping options thatare available in this 
dialog, I find thatthe Local Adaptation method usually works the bestand in thisscreen 
shot I left all the sliders at their default positions. Although the image doesn’t look all that 
great just yet, this is certainly quite an improvement upon how the default HDR converted 
image preview looked in earlierversions. 
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3 Here I adjusted the HDRToning sliders to produce what might be called the ‘illustration 
look’ that is favored by many HDR photography enthusiasts. If this is the type of effect 
you are after I don’t think the Photoshop HDR Toning adjustment is really as capable as, 
say, Photomatix Pro and nor is it as simple to configure, but Photoshop can be made to 
produce the rather obvious ‘HDR toned effect’. Looking at the settings shown here, I set 
the Radius sliderto 100 pixels and raised the Strength to 0.80.1 tookthe Gamma slider 
to 0.7, set the Exposure sliderto +1.35 and the Detail sliderto 150%. I then reduced the 
Highlight slider to -100% and increased the Saturation slightly, setting itto 25%. 
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4 In this step the aim was to produce a more natural-looking result. To start with I set 
the Radius slider to 210 pixels. This was done to create much wider halo edges. I set the 
Strength slider to 0.7 and the Gamma slider to the default 1.00 setting. Exposure was 
reduced to 0.5.1 also reduced the Detail slider to 75% and made some furthertweaks 
to the Advanced slider settings below. I then adjusted the Toning Curve to fine-tune the 
final tone mapping and was able to referto the Histogram panei in Photoshop as I did 
this. Lastly, I clicked on the HDRToning options button (circled), selected Save Preset... 
and saved the Local Adaptation settings as a new preset, since this might serve as a useful 
starting point for other HDR conversions of photos shot atthis same location. 
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About these steps 

The aim of this tutorial is to show some 
of the additional things that you can do in 
Photoshop to retouch HDR tone mapped 
images and cure some of the problems 
that can be created by the tone mapping 
process. 



How to smooth HDR toned images 



1 Here is an HDR, 32-bit image that was created from a bracket sequence shot 2 EVs apart. 



2 1 chose Image Mode 16-bits to open the HDR Toning dialog, where I applied the settings 
shown here. The thing I want to focus on here is how I made one of the curve points in 
the Toning Curve a corner point. When tone mapping HDR images it can be helpful to 
add a midpoint to the curve and make this a corner point. This will then make it easier 
to manipulate the tone curve shape, adjusting two or more portions of the tone curve 
separately. 
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3 In the previous step, I aimed to apply a tone mapping that kept the image looking as 
realistic as possible. For example, I kept the Edge Glow Radius wide and the Strength low. 
HDR Processing does tend to distort the colors though, so what I did here was to open the 
midtone exposure image in Camera Raw and adjust the settings to try and match as closely 
as possible the HDR processed version. 
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4 1 then opened the image processed in Step 3, added this as a new layer above the HDR 
tone mapped version and set the blend mode to Color. This step helped cure some color 
banding in the highlight regions of the sky. I find this particular step can be useful for most 
Photoshop Merge to HDR Pro images. You will notice I opened this as a Smart Object 
layer, but you can open as an ordinary layer if you wish. 
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5 I was now happy with everything except the look of the sky, which in Step 4 has evidence 
of noticeable wide-edge halos. I now opened the darkest exposure image and lightened itto 
get the sky to look roughly as bright as the tone mapped version. 
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6 I then added this as a Smart Object layer, sandwiched below the Color mode layer and 
set to the Luminosity blend mode. I added a layer maskfilled with black and painted with 
white to reveal the layer contents in the sky areas only. The final version shown here has all 
the benefits of HDR Processing, but without it looking as if it had been HDR processed. 


442 

























































































Chapter 8 


Image retouching 


P hotoshop has become so successful that it’s very 

name is synonymous with digital image retouching. 
Photoshop retouching tools such as the humble clone 
stamp have been around since the very early versions 
of the program and have been used and abused in equal measure. 
The new retouching tools that have been added since then mean 
that you can now transform images almost any way you want. As 
my colleague Jeff Schewe likes to say: ‘You know why Photoshop 
is so successful? Because reality sucks!’ Well, thafs JefFs 
viewpoint, but then he does come from a background in advertising 
photography where heavy retouching is par for the course. The 
techniques described in this chapter will teach you some of the 
basic techniques, such as how to remove dust spots and repair 
sections of an image. WeTl then go on to explore some of the more 
advanced techniques that can be used to clean up and enhance your 
photographs. 
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Figure 8.1 lf you are carrying out any type 
of retouching work which relies on the use of 
the paint tools, a pressure sensitive graphics 
tablet and pen, such as the Wacom™ device 
shown here, is absolutely invaluable. 

All Layers option 

The Current & Below and All Layers options 
are useful if you want to work with the clone 
stamp or healing brush and store your 
retouching on a separate layer. If you select 
the Current & Below option, Photoshop 
only samples from the visible layers that 
are below the current layer and ignores any 
layers that are above it. If the All Layers 
option is selected, Photoshop samples from 
all visible layers, including those above the 
active layer (see page 450). 


Basic cloning methods 

The clone stamp tool and healing brush are the most useful tools to 
use at the beginning of any retouching session. You can use these to 
carry out most basic retouching tasks before you proceed to carry out 
the more advanced retouching steps. 

Clone stamp tool 

To use the clone stamp tool, hold down Q Pf/l and click to select 
a source point to clone from. Release the U @0 key and move 
the cursor over to the point that you wish to clone to, and click or 
drag with the mouse. If you have the tool set to aligned mode, this 
establishes a fixed relationship between the source and destination 
points. If the clone stamp is set to the non-aligned mode, the source 
point remains the same and the clone stamp will keep sampling 
from the same spot until you @f|-click again to establish a new 
source point. When working with the clone stamp or healing brush 
I do find it helps to use a graphics tablet like the Wacom™ device 
shown in Figure 8.1), as this can help you work more quickly and 
efficiently. 

Clone stamp brush settings 

As with all the other painting tools, you can change the brush size, 
shape and opacity to suit your needs. When working with the clone 
stamp I mostly leave the opacity set to 100%, since cloning at 
less than full opacity can lead to tell-tale evidence of clone stamp 
retouching. However, when smoothing out skin tone shadows or 
blemishes, you might find it helpful to switch to an opacity of 
50% or less and you can also use lower opacities when retouching 
areas of soft texture. Otherwise I suggest you stick to using 100% 
opacity. For similar reasons, you don’t want the clone stamp to 
have too soft an edge. For general retouching work, the clone 
stamp brush shape should have a slightly harder edge than you 
might use normally with the paint brush tools. When retouching 
detailed subjects such as fine textures, you might want to use an 
even harder edge so as to avoid creating halos. Also, if film grain is 
visible in a photograph, anything other than a harder edge setting 
will lead to soft halos, which can make the retouched area look 
slightly blurred or misregistered. If you need extra subtle control, 
lower the Flow rate; this allows you to build an effect more slowly, 
without the drawbacks of lowering the opacity. 
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1 The best way to disguise clone stamp retouching is to use a full opacity brush with a 
médium hard edge at 100% opacity. It is also a good idea to add a newempty layerabove 
the Background layer, which you can do by clicking on the Add New Layer button (circled). 
This lets you keep all the clone retouching on a separate layer, and it was for th is reason I 
chose to have the All Layers’ Sample option selected in the Options bar so that all visible 
pixels were copied to this new layer. 



2 The Aligned box is normally checked by default in the Options bar. Here, I used the ^3 
E9 key to set the sample point on an undamaged part of the wall and was then able to 
click on the crackto set the destination point. 
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3 I then dragged to paint with the clone stamp. Photoshop retains the clone source/ 
destination relationship for all subseguent brush strokes until a new source and destination 
are established. In situations like this you may find the Clone Source panei ‘Show Overlay’ 
option can prove useful (see page 448). 
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Pressure sensitivity 

lf you are using a pressure sensitive tablet 
such as a Wacom™ tablet, the default brush 
dynamics will be size sensitive, so you 
can use light pressure to paint with a small 
brush, and heavier pressure to apply a full- 
sized brush. 


Healing brush 

The healing brush can be used in more or less the same way as 
the clone stamp tool to retouch small blemishes, although it is 
important to stress here that the healing brush is more than just 
a magic clone stamp and has its own unique characteristics. 

These differences need to be taken into account so that you can 
learn when it is best to use the healing brush and when it is more 
appropriate to use the clone stamp. 

To use the healing brush, you again need to establish a sample 
point by Q ^0-clicking on the portion of the image you wish 
to sample from. You then release the ^9 @0 key and move the 
cursor over to the point where you want to clone to and click or 
drag with the mouse to carry out the healing brush retouching. The 
healing brush works by sampling the texture from the source point 
and blends the sampled texture with the color and luminosity of the 
pixels that surround the destination point. The healing brush reads 
the pixels within a feathered radius that is up to 10% outside the 
perimeter of the healing brush cursor area. By reading the pixels 
that are outside the cursor area at the destination point, the healing 
brush is able (in most cases) to calculate a smooth transition of 
color and luminosity within the area that is being painted (always 
referencing the pixels within a feathered radius that is up to 10% 
outside the perimeter of the healing brush cursor area). It is for 
these reasons that there is no need to use a soft edged brush and 
you will always obtain more controlled results through using the 
healing brush with a 100% hard edge. 

Once you understand the fundamental principies that lie behind 
the workings of the healing brush, you will come to understand 
why it is that the healing brush may sometimes fail to work as 
expected. You see, if the healing brush is applied too close to an 
edge where there is a sudden shift in tonal lightness, it will attempt 
to create a blend with the pixels immediately outside the healing 
brush area. So when you retouch with the healing brush you need 
to be mindful of this intentional behavior. However, there are 
things you can do to address this. For example, you can create a 
selection that defines the area you are about to start retouching and 
constrain the healing brush work so that it is carried out inside the 
selection area only. 
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1 1 selected the healing brush from the Tools panei and selected a hard edged brush from 
the Options bar. The brush blending mode was set to Normal, the Source button set to 
‘Sampled’ and the Aligned box left unchecked. 



2 Before using the healing brush, I again added a new empty layer and made sure the 
Sample options were set to ‘All Layers’ or ‘Current & Below’. I Q ©-clicked to define 
the source point, which in this example was an area just to the right of the trash bin. I then 
released the Q ü) key, moved the cursor over to where the bin was and clicked to 
remove it using the healing brush. 



3 This shows the final image with the trash bin remove from the scene. 
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Figure 8.2 The Clone Source panei, shown 
here with the Show Overlay and Clipped 
options checked. 



Figure 8.3 This shows how the clone stamp 
(or healing brush) cursor looks when using the 
Clone Source panei options shown in Figure 
8.2, with the ‘Show Overlay’ and ‘Clipped’ 
options checked. 


Choosing an appropriate alignment mode 

I usually find it is more convenient to use the clone stamp tool in 
aligned mode (Figure 8.4) and the healing brush in non-aligned 
mode. This is because when you use the clone stamp you can 
preserve the relationship between the source and destination 
points, apply a few clones, then sample a new source point as you 
continue cloning over other parts of the photograph. You can even 
clone data from a separate document (as shown in Figure 8.5). 

If you try to use the clone stamp over an area where there is a 
gentle change in tonal gradation, it will be almost impossible to 
disguise the retouching work, unless the point you are sampling 
from and destination point match exactly in tone and color. It is 
in these situations that you are usually better off using the healing 
brush. For most healing brush work I suggest you use the non- 
aligned mode (which happens to be the default setting for this 
tool). This allows you to choose a source point that contains the 
optimum texture information with which to repair a particular 
section of a photograph. You can then keep referencing the same 
source point as you work with the healing brush. 

Clone Source panei and clone overlays 

The Clone Source panei was first introduced in Photoshop CS3 
and was mainly implemented with video editors in mind. This 
is because it can sometimes be desirable to store multiple clone 
sources when cloning in exact registration from one frame to 
another across several frame images in a sequence. The current 
version offers an improved overlay cursor view where if the ‘Show 
Overlay’ and ‘Clipped’ options are both checked, a preview of the 
clone source can be seen inside the cursor area. Earlier, on page 
445,1 made a reference to the Clone Source panei, saying this 
was just the kind of retouching task that would benefit from having 
an overlay inside the cursor to help guide where to click when 
setting the destination point for the clone stamp. Figure 8.3 shows 
a detail view of the clone stamp being applied using the settings 
shown in Figure 8.2, where the ‘Show Overlay’ and ‘Clipped’ 
options were both enabled. You could choose to have the ‘Show 
Overlay’ option switched on all of the time, but there is usually 
a slight time delay while the cursor updates its new position and 
this can at times become distracting. I therefore suggest you only 
enable it when you really need to. 
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Figure 8-4 When you have the clone stamp tool selected and the Aligned box in the tool 
Options bar is unchecked, the source point remains static and each application of the clone 
stamp makes a copy of the image data from the same original source point. 





Aligned or non-aligned cloning? 

When the source area is unrestricted I 
suggest you choose the aligned mode for 
the clone stamp tool. However, when the 
source area is restricted and you don’t 
want to pick up from other surrounding 
areas, choose non-aligned. 



Figure 8-5 In this example you can see how I was able to sample the sky image data 
from one image window and copy it to another separate image using the clone stamp. I 
just Q ©-clicked with the clone stamp in the source (sky) image, then selected the 
other image window and clicked to establish a cloning relationship between the source and 
destination image Windows. 
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Ignore adjustment layers 

When ‘Ignore Adjustment Layers’ is 
switched on, Photoshop ignores the effect 
any adjustment layers might have when 
cloning the visible pixels. Therefore, when 
the All Layers’ sample option is selected 
this prevents adjustment layers above the 
layer you are working on from affecting 
the retouching carried out on the layers 
below. Prior to this you would have had to 
temporarily hide such adjustment layers 
before carrying out the retouching. 


Clone and healing sample options 

The layer sample options (Figure 8.6) allow you to choose how the 
pixels are sampled when you use the clone stamp or healing brush 
tools. ‘Current Layer’ samples the contents of the current layer 
only and ignores all other layers. The ‘Current & Below’ option 
samples the current layer and visible layers below (ignoring the 
layers above it), while the ‘All Layers’ option samples all visible 
layers in the layer stack, including those above the current layer. 

If the Ignore Adjustment Layers button (circled) is turned on, 
Photoshop ignores the effect any adjustment layers are having on 
the image (see sidebar). Meanwhile, the spot healing brush only has 
the ‘Sample All Layers’ option in the tool Options bar to check or 
uncheck. 
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Figure 8.6 The layer sample options allow you to carry out all your clone stamp and 
healing brush workto an empty new layer. The advantage of this approach isthatyou can 
keep all your retouching work separate and leave the original Background layer untouched. 
In this example, the All Layers option allowed me to sample from layers above and below 
and carry out the retouching to a separate layer (which for the sake of clarity is shown here 
in isolation). Because the Ignore Adjustment Layers option was checked (circled above), 
Photoshop ignored the effect the Curves adjustment layer would have on the sampled pixels. 
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Better healing edges 

Since the healing brush blends the cloned source data with the 
edges that surround the destination point, you can improve 
the efficiency of the healing brush by increasing the outer 
circumference size for the healing brush cursor. The following 
technique came via Russell Brown, who informs me that he was 
shown how to do this by an attendee at one of his seminars. 

If you change the healing brush to an elliptical shape, you will 
tend to produce a more broken-up edge to your healing work and 
this can sometimes produce an improved healing blend (Figure 
8.7). There are two explanations for why this works. Firstly, a 
narrow elliptical brush cursor has a longer perimeter. This means 
that more pixels are likely to be sampled when calculating the 
healing blend. The second thing you will notice is that when the 
healing brush is more elliptical, a randomness is introduced into 
the angle of the brush. Try changing the shape of the brush in the 
way I describe below and as you paint, you will see what I mean. 


Constrain work within a selection 

Problems can arise when you wish to 
retouch a blemish that is adjacent to a 
sudden change in lightness or color. In 
such instances, if you brush too close 
to an edge the healing brush may pick 
up the edge and result in these edge 
pixels bleeding into the healing brush 
cloned area. One solution is to make a 
preselection of the area you wish to heal 
(with maybe some minimal feathering) 
and thereby restrict the extent to which the 
healing brush tool is able to analyze the 
surrounding pixels. 



Figure 8-7 To adjust the shape and hardness ofthe healing brush orspot healing brush, 
select the healing/spot healing brush tool and mouse down on the brush options in the 
tool Options bar. Set the hardness to 100% and drag the elliptical handlesto make the 
brush shape more elliptical. Notice also that if you are using a Wacom™ tablet or other 
pressure sensitive input device, the brush size is linked by default to the amount of pen 
pressure applied. 
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Figure 8.8 The spot healing brush warning 
dialog. You’11 see this if you accidentally try to 
sample a source point using the Q @9 key. 


Spot healing brush 

As you will have noticed, the default healing tool in Photoshop 
is the spot healing brush. If the spot healing brush is selected in 
the Tools panei and you try to use the KJ WlÈ key to establish 
a source point to sample from (thinking you have just selected 
the ordinary healing brush), you will be shown a warning dialog 
explaining there is no need to create a sample source when 
using this tool (Figure 8.8). To use the spot healing brush you 
just click on the marks or blemishes you wish to remove. It then 
automatically samples the replacement pixel data from around the 
area you are trying to heal. 

The spot healing brush tool has three basic modes of operation: 
Proximity Match, Create Texture and Content-Aware. These modes 
can be selected via the spot healing brush Options bar (Figure 8.9). 
In ‘Proximity Match’ mode it analyzes the data around the area 
where you are painting to identify the best area to sample the pixel 
information from. It then uses the pixel data that has been sampled 
in this way to replace the defective pixels beneath where you are 
painting. With the Proximity Match mode selected you can use the 
spot healing brush to click away and zap small blemishes. When 
you are repairing larger areas in a picture you will usually obtain 
better results if the brush size is slightly smaller than the area you 
are trying to retouch and you then click and drag to define the area 
you wish to repair. As you work with the spot healing brush you TI 
notice how it is mostly quite smart at estimating which are the best 
pixels to sample from. Sometimes though, the spot healing brush 
will choose badly, so it pays to be vigilant and understand how to 
correct for this. If you are removing marks close to an edge, it is 
usually best to apply brush strokes that drag inwards from the side 
where the best source data exists (see Figure 8.10). This is because 
in Proximity Match mode the spot healing brush intelligently looks 
around for the most suitable pixel data to sample from, but if you 
drag with the brush it looks first in the direction from where you 
dragged. 
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Figure 8.9 This shows the spot healing brush Options bar with the mode options menu 
made visible. 
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If the Proximity Match mode fails to work you may in some 
instances want to try using the Create Texture mode. Rather than 
sampling an area of pixels from outside the cursor it generates a 
texture pattern within the cursor area based on the surrounding 
area. It may just occasionally offer a better result than the 
Proximity Match mode, but you’11 find that the Content-Aware 
mode does the same kind of thing only more successfully. 

Healing blend modes 

You’11 notice in Figure 8.9 that there are a number of different 
blend modes available for when working with the spot healing 
brush (as well as the main healing brush). Most the time you will 
find that the Normal blend mode works fine and you will get good 
results, but when retouching some areas you TI find the Replace 
blend mode may work more successfully, especially when using 
the Content-Aware mode (which is discussed next). The edge 
hardness can also be a factor here, but I find that by adjusting 
the softness of the brush when using the Replace blend you can 
get improved results. The Replace blend preserves more of the 
texture in the boundary edges and the difference is therefore more 
pronounced as you soften the edge hardness. When using the 
Content-Aware mode this can make a difference when painting up 
close to sharp edges. In the Normal blend mode you may still see 
some edge bleeding, whereas in Replace mode the edges are less 
likely to bleed. I generally find that for detailed areas such as when 
retouching out the wires that covered the rocks in the Figure 8.12 
example, the Replace mode worked more effectively. The other 
blend modes include items such as Darken, Lighten and Color. 
Now, if you refer to the later section on beauty retouching you can 
see how these might be useful where you wish to apply healing 
to an image so that, say, only the darker pixels or lighter pixels 
get replaced. This can be useful where you wish to minimize the 
amount of change that takes place in an image. For example, the 
Lighten blend mode would be an appropriate choice for getting 
rid of dark marks against a light color. By selecting the Lighten 
mode you should be able to target the retouching more effectively 
on removing the dark marks. Similarly, you could use the Darken 
mode to remove light marks against a dark background. 



Figure 8-10 In Proximity Match mode, 
the spot healing brush works by searching 
automatically to find the best pixels to sample 
from to carry out a repair, but if you drag with 
the spot healing brush it uses the direction of 
the drag as the source for the most suitable 
texture to sample from. By dragging with the 
tool you can give the spot healing brush a 
better clue as to where to sample from. In this 
instance one can prompt it to sample from the 
area of clear skin that doesn’t have loose hairs. 
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Stroking a path 

A really useful tip is to use the stroke path 
option in conjunction with the spot healing 
brush to apply a precisely targeted spot 
heal brush stroke. Forexample, to retouch 
the cables seen in the Figure 8.12 photo, 
you could try the alternative approach 
described below. Select the pen tool and 
use it to create an open path that follows 
the line of one of the cables. With the path 
still active, you can then go to the Paths 
panei options and choose ‘Stroke Path’. 
This will open the Stroke Path dialog 
shown in Figure 8.11, where you can 
select the desired tool from the menu. 

If you were to select the Spot healing 
brush here and click OK, this will apply a 
spot healing brush stoke that follows the 
direction of the path. 
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Figure 8-11 This showsthe Stroke Path 
dialog, which can be accessed via the Paths 
panei when a pen path is active. 


Spot healing in Content-Aware mode 

When working with the spot healing brush in the default Proximity 
Match mode you have to be careful not to work too close alongside 
sharply contrasting areas in case this cause the edges to bleed. The 
Content-Aware mode was added to the spot healing brush options 
in Photoshop CS5 and it intelligently works out how best to fill 
the areas you retouch when you use the spot healing brush. Note 
that the content-aware healing does make use of the image cache 
leveis set in the Photoshop performance preferences to help speed 
up the healing computations. If you have the Cache limit set to 4 
or fewer leveis, this can compromise the performance of the spot 
healing brush in Content-Aware mode when carrying out big heals. 
It is therefore recommended that you raise the cache limit to 6 or 
higher. 

Lefs now look at what the spot healing brush is capable of 
when used in Content-Aware mode. In the Figure 8.12 example 
there were a lot of electric cables and wires in this photograph 
that spoiled the view. By using the spot healing brush in Content- 
Aware mode I was able to carefully remove all of these to produce 
the finished photo shown below. Although the end result was 
quite effective I should point out that you do still have to apply a 
certain amount of skill in your brush work and choice of settings 
in order to use this tool effectively. To start with I found that the 
Normal blend mode worked best for retouching the cables that 
overlapped the sky, since this blend mode uses diffuse edges to 
blend seamlessly with the surroundings. I also mostly used long, 
continuous brush strokes to remove these from the photograph 
and achieve a smooth blended result with the rest of the sky. When 
retouching the rocks I applied much shorter brush strokes using the 
Replace blend mode to gradually removed the cables bit by bit. I 
find that you need to be quite patient and note carefully the result 
of each brush stroke before applying the next. You TI discover that 
dragging the brush from different directions can also influence 
the outcome of the heal blend retouching and you may sometimes 
need to carry out an undo and reapply the brush stroke differently 
and keep doing this until you get the best result. I also find that 
you can disguise the retouching better by adding extra, thin light 
strokes 90° to the angle of the first, main brush stroke and this too 
can help disguise your retouching work with the spot healing brush 
used in this mode. 
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Figure 8.12 This shows a before version (top) and after version (bottom), where I had 
used the spot healing brush in Content-Aware mode to retouch the photo. 
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Source and Destination modes 

In Source mode you drag the patch tool 
selection area to a new destination point 
to replace the pixels in the original source 
selection area with those sampled from the 
new destination area. In Destination mode 
you drag the patch tool selection area to 
a new destination point to copy the pixels 
from the original source selection area and 
clone them to the new destination area. 

Use Pattern option 

The Use Pattern button in the Options bar 
lets you filia selected area with a pattern 
preset using a healing type blend. 



Patch tool 

The patch tool uses the same algorithm as the healing brush 
to carry out its blend calculations, except the patch tool uses 
selection-defined areas instead of a brush. When the patch tool 
is selected, it initially operates in a lasso selection mode (for 
example, you can hold down the key to temporarily 

convert the tool to become a polygonal lasso tool with which to 
draw straight line selection edges). The selection can be used to 
define the area to ‘patch from’ or ‘patch to’. It so happens you 
don’t actually need the patch tool to define the selection; any 
selection tool or selection method can be used when preparing a 
patch selection. Once you have made the selection, select the patch 
tool to proceed to the next stage. Unlike the healing brushes, the 
patch tool has to work with either the Background layer or a copied 
pixel layer. What is useful though is that the patch tool provides an 
image preview inside the destination selection area as you drag to 


define the patch selection. 



0 Source C Destination [j Transparent j Use Panem 11 |»j 

1 Dual display 2 
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1 The patch tool works in a way that is similar to the healing brush. In this example I want 
to demonstrate how to use the patch tool to quickly repair a large area of an image in one 
go. When you select the patch tool you can use it just like the lasso tool to draw around the 
outline of the area you wish to ‘patch’, and loosely define a selection area. However, as was 
mentioned in the main text you can use any selection tool method you like to define the 
selection as you prepare an image for patching. 
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2 Having defined the area I wanted to patch, I made sure thatthe patch tool was selected 
(and was in Source mode) and dragged inside the selection to locate an area of the image 
that could be used to ‘patch over’ the original area (i.e. remove the matted hair). As I 
dragged the patch selection this created a second selection area which I could use to define 
the area to clone from. Meanwhile, I was able to see a live preview in the original patch 
selection, indicating which pixels would be cloned to this selection area. 



3 As I released the mouse, Photoshop began calculating a healing blend, analyzing 
the pixels from the source area (that I had just defined) and used these to merge them 
seamlessly with the pixels in the original selection area. The patch tool repairwill usually 
work effectively first time. If it doesn’t look quite right, I suggest deselecting the selection 
and use either of the healing brushes (or the clone stamp) to fine-tune the result. In this 
final version I repeated using the patch tool to remove some of the matted clumps of hair. 


Transparent mode 

In Transparent mode you can use the patch 
tool in the Source or Destination mode 
to blend selected areas transparently. In 
Figure 8.13 below you can see a before 
and after example where the patch tool was 
applied using the patch tool in Destination 
mode with the Transparent option checked. 



Figure 8.13 This shows an example of 
the patch tool applied in Transparent mode to 
copy an ice cube in a glass and have it blend 
transparently. 
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Figure 8.14 Examples of content-aware fill 
outcomes using different adaptation methods. 


The patch tooI and content-aware fílling 

Photoshop CS5 saw the introduction of content-aware filling. This is 
where you can make a selection, choose Edit O Fill and fill using 
the Content-Aware fill mode (as shown below). Now in Photoshop 
CS6, there is also a Content-Aware mode when working with the 
patch tool. The following steps show a comparison between the use 
of the Edit o Fill command and the patch tool in Content-Aware 
mode. Note that when the Sample All layers option is checked, you 
can apply a patch tool content-aware fill to an empty new layer. 



1 This photograph was taken at sunset and you can see the shadow of the tripod and 
camera. To remove this from the image, I first made a rough lasso selection to define the 
outline of the shadow. 
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2 I then wenttothe Edit menu and chose Fill... (or, you mayfind iteasierto use the 
M lB shortcut). This opened the Fill dialog shown here where I selected ‘Content- 
Aware’ from the pop-up menu in the Contents section. When I clicked OK, this filled the 
selected area. You can see the resultof this fill at the top in Figure 8.14. 


458 































Chapter 8 


Image retouching 


f o -~Í 1 p 


Patch. _ 


Adaptatíon | Mcdium ; | 0 Sample AJI Layers 


| [ Dual dispiay Z 


Vcry Strict 
Stri-ct 


J ££ - O | Q IP, Patch: Conte ni-Awart - \ 


Adaptatíon 


loose r — 

12Í Sampíe 


AU Layers 


I Dual dnfriay 1 



3 I undid the content-aware fill, selected the patch tool and in the patch tool Options bar 
chose the Content-Aware option. I added an empty new layer and with the ‘Sample All 
Layers’ option checked, dragged the selection to the left and released the mouse. With the 
selection still active, I was able to go through all the different options from the Adaptation 
menu, finally settling on the Very Loose option. You can see the results of all the different 
adaptation methods in Figure 8.14 on the left. 
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4 Here is the final version with the shadow successfully removed. 
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Training the content-aware fill 

To improve the effectiveness of a content- 
aware fill you can use a layer mask to hide 
areas of an image that you would rather the 
content-aware fill ignored when filling a 
selection. Forexample, if you startwith a 
Background layer, double-click to convert 
this to a regular layer and add an empty 
layer mask to that layer. Then with black 
as the foreground color, paint with black to 
hide the bits you don’t want the content- 
aware fill to pick up. Now make a regular 
selection and apply the content-aware fill. 
When you are done you can delete the 
layer mask to reveal the entire layer again. 

Delete options 

If you make a selection on a background 
layer, or a flattened image and hit Delete, 
you’ll see a Fill dialog box pop up. This 
allows you to choose how you wish to fill 
the selected areas and will have Content- 
Aware Fill selected by default. In the past, 
hitting Delete with a Background layer 
selected would fill the selected region 
using the current background color. If you 
want to bypass this behavior, you can use 
W.-MíiizHm Tam umzn to fill using the 
background color. 

Content-aware fill and Puppet Warp 

I imagine some people will want to use 
the Puppet Warp feature (described in the 
following chapter) to select an object and 
manipulate it directly. I therefore think the 
Content-Aware Fill feature may prove very 
useful as a preparation step where you 
would select an object and copy it to a new 
layer and then use the same selection to 
apply a content-aware fill to the original 
background layer. 


When you use the Content-Aware Fill feature you have no 
control over the adaptation mode thafs used. Even so, the Content- 
Aware Fill feature has been found to work well in a lot of cases. 

All you have to do is to make a rough selection around the outline 
of whatever it is that you wish to remove from a scene and let the 
content-aware fill do the rest. Photoshop can usually work out how 
best to fill in the gaps in the selection and construct a convincing 
fill by sampling pixel information from the surrounding area. If 
you don’t get a satisfactory result straight off, there are a couple of 
things you can try doing to make it work better. For example, it is 
recommend that you expand the selection slightly before applying 
a content-aware fill. You can do this by using the Refine Edge 
command or go to the Select menu and choose Modify O Expand. 
It can also help sometimes if you apply a content-aware fill more 
than once. As you apply subsequent fills you may see the filled 
area improve in appearance each time you do this. You might also 
like to try the layer mask trick described in the sidebar. 

Adaptation methods 

If you choose the patch tool method you have more control over 
the content-aware fill calculations. The main advantage you have 
when using the patch tool is that when you drag a patch selection 
you have some control as to which areas you would wish the 
content-aware fill to sample from. This can make a big difference 
to the final outcome. 

The other thing you have control over is the adaptation method 
that you would prefer to use. In Step 3 on the previous page I 
dragged the patch tool selection to the left to indicate the area 
I would like the tool to sample from. After letting go with the 
mouse, Photoshop carried out the content-aware fill. I was then 
able to select different adaptation methods to see which worked 
best here. Note that while you can set the adaptation method first 
before you use the patch tool, you can also edit this after dragging 
the patch tool selection and review the effect this has on a content- 
aware fill. With the Strict method, Photoshop uses a rigid sampling 
from the surrounding area, while with the Loose method it tends 
to jumble things up more. The default setting is ‘Médium’, which 
is probably a good starting-point to work with. In the previous 
example though, I found that the Very Loose setting happened to 
produce the best-looking result. 
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Content-aware move tool 

A content-aware move tool has now been added to the healing 
group of tools. The content-aware move tool works in a similar 
way to the patch tool in Destination mode, except it allows you to 
either extend a selected area or move it and fill the initial selected 
area (see the Options bar in Figure 8.15). In doing this it offers you 
the same adaptation methods as provided for the patch tool in the 
content-aware fill mode. You can cleverly adjust selected areas to 
make objects appear taller, shorter, wider, thinner or cleverly move 
selected items. Basically, the content-aware move tool allows you 
(in the right circumstances) to manually resculpt a photograph. 
WeTl begin by looking at a move example using the content-aware 
move tool. 


Editing portraits 

Note that the content-aware move tool 
uses face detection to help get improved 
results when editing photos that have 
people intheshots. 


11 JÇ - 0Q Ti a 

Made ãClV. Adaptation Very Loose i| 0 Sample All Layers 
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*| 
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Figure 8.15 The content-aware move tool Options bar. 



1 1n this example I selected the content-aware 
move tool and drew a rough outline around 
the outside of the leaf. Note that the ‘Sample 
All Layers’ option was selected and that I had 
created a new empty layer to carry out the 
content-aware move tool editing. 



2 With the content-aware move tool in ‘Move’ 
mode I clicked inside the selection area and 
dragged a copy of the leaf to the right. 
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3 When I released the mouse this caused the 
original selection area to fill using a content- 
awaretype fill and leftacopy ofthe leaf justto 
the right of the original. 
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4 As with the patch tool, the content-aware 
move tool provides options for controlling 
the adaptation method. You can access these 
from the Adaptation menu shown above. To 
achieve the result shown in Step 3,1 used the 
Very Strict adaptation method, but on the right 
I have shown the outcomes had I selected one 
of the other four options instead. As you can 
see, the Very Strict’ adaptation method was 
the only suitable choice in this instance. All the 
other methods would have resulted in the leaf 
appearing broken up. 


Border textures 

The content-aware move tool tends to 
produce better-looking results when the 
surrounding area has a lot of texture 
detail to work with. The example shown 
here works rather nicely because of the 
texture of the asphalt. To produce a good 
blend you should have at least 10% space 
around the surrounding edges for the 
content-aware move tool to work with. 
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Content-aware move tool in Extend mode 

When the content-aware move tool is used in the Extend mode 
you can use it to move selected areas and have these blend with 
the original image, rather than fill the original selected area. For 
example, you can use this to make buildings taller or stretch 
someone’s neck. The content-aware move tool also performs a 
content-aware type fill with it’s surroundings as you create a new 
blend. However, be aware though that whenever you use this 
tool to make things more compact you usually need to ensure 
the selected area on the side opposite to the direction you intend 
dragging is big enough to create a suitable overlap. This is because 
as you move the selection you need to be able to cover up whatever 
it is you are shortening. In the example shown below I used the 
content-aware move tool to extend the puffs of cloud in the sky. 



D| O F d Mode Extend T] Adaptation Vcry Loosc i\ Samplc AJI Laycrs 



Figure 8.16 This shows the cloud photo 
used in the steps below before applying the 
extend edit using the content-aware move tool. 


1 Here is a close-up view of a sky with a 
couple of wisps of cloud. I used the content- 
aware move tool in Extend mode to selectthe 
outline of the clouds and then clicked inside 
the selection and dragged to the left. 



| Dual dtsplay 2 



2 As I released the mouse this dropped the 
copy selected area and blended itwith the 
clouds below. In this instance I decided I liked 
the effect produced using the Very Loose’ 
adaptation method. 
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Working with the Clone Source panei 



Here I wanted to show how you can work with the healing brush or clone stamp tools to 
clone at an angle. I added a new layer and sampled a side of the bowl with the healing brush. 


2 1 then went to the Clone Source panei and adjusted the angle. The best way to do this is to 
double-clickto highlightthe angle field, place the cursor over the area to be cloned and with 
the ÇEE) key held down adjust the angle value up or down with the keyboard arrow keys. 
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3 After making a first successful clone it was necessary to double-clickthe angle field 
again to make it active, position the cursor and once more adjust the angle. 



í 

© Craig Robertson 

4 Here you can see the finished result. Getting the angle just right each time can be quite 
tricky, so patience is required. Finally, I added a layer mask and painted on this with black 
to mask the outer bottom left edge of the bowl. 
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Perspective retouching 

The Vanishing Point filter, which can be accessed from the Filter 
menu, allows you to retouch photographs in a matched perspective. 

I have provided a brief example of how one might use the Vanishing 
Point filter to retouch out some road markings. For more details on 
this filter, you can download a PDF from the book website. 





1 To begin with I selected a Background copy layer and chose Filter o Vanishing point and 
used the create plane tool (®) to define the road perspective. I then selected the stamp 
tool o), and with the Heal mode switched on, cloned out the unwanted road markings. 
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Vanishing Point 


Diameter: 200 1 


Hardness: 100 { 


Opacity: 100 “í 


Heal: [ On 


! Opt + click in a plane, to set a source point for the clone. Once source point is set, click-i-drag to paint or clone. Shift+click to e 


2 This shows how the road looked after retouching it using the Vanishing Point filter. 
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3 1 applied the filter at the Step 2 stage and copied the Background Copy layer to make a 
new copy layer. To this I added a single yellow dash line in the middle of the road (which I 
had sampled from the original Background layer). I then opened the Vanishing Point filter 
a second time (note thatthe previously created perspective plane was still saved) and used 
the stamp tool in Heal mode again to clone the yellow dash down the middle of the road. 
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Replacing film grain 

lf the photographic original contains 
noticeable film grain, you may encounter 
a problem here since even with a selective 
application of the Dust & Scratches filter, 
you may end up softening the image as 
you retouch it. To counteract this it may 
help to apply a small amount of noise after 
you have applied the Dust & Scratches 
filter. Add just enough noise to match 
the grain of the original (usually around 
2-3%). This will enable you to better 
disguise the history brush retouching. 

Lighten/Darken blend mode 

The Lighten blend mode was used to 
remove the dark marks in the image. 
Similarly, one can use the Darken blend 
mode to remove any light blemish marks. 
For example, if you were to retouch a 
scanned color negative, the dust spots 
would all show up as white marks. 


Alternative history brush spotting technique 

This spotting method has evolved from a technique that was first 
described by Russell Brown, Sénior Creative Director of the 
Adobe Photoshop team. It revolves around using the Remove 
Dust & Scratches filter, which can be found in the Filter o Noise 
submenu. If this filter is applied globally to the entire image, 
you end up with a very soft-looking result. So ideally, this filter 
should be applied selectively to the damaged portions of the image 
only. The technique shown here has the advantage of applying 
the filtered information via the history brush such that only the 
pixels which are considered too dark or too light are painted out. 
This modified approach to working with the Dust & Scratches 
filter avoids doing any more harm to the image than is absolutely 
necessary. As you can see, the technique works well when you 
have a picture that is very badly damaged and where using the 
clone stamp would be a very tedious process. What is really clever 
is the way that the Lighten (and Darken) blend modes can be used 
to precisely target which pixels are repaired from the stored Dust 
& Scratches history State. 



1 This scanned photograph serves as a good example with which to demonstrate the 
history brush spotting technique. A lot of dust marks are clearly visible in this picture. 
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Threshold adjustment 

I mentioned that the Dust & Scratches 
filter can be rather destructive. One way to 
mitigate the destructiveness of this filter 
is to raise the Threshold value in the Filter 
dialog. 


2 I went to the Filter menu and chose Noise o Dust & Scratches. I checked the Filter 
dialog preview and adjusted the Radius and Threshold settings so that most of the dust 
marks would be removed. I clicked OK to apply this filter to the image. 



3 I then went to the History panei and clicked on the previous unfiltered image history 
State, but set the Dust & Scratches filtered version as the history source to paint from. 

I then selected the history brush and in the tool Options bar changed the history brush 
blend mode to Lighten. As I painted over the dark spots, the history brush lightened only 
those pixels that were darker than the sampled history State. All the other pixels remained 
unchanged. I continued using the history brush in this way until I had removed all the dust 
spots inthe photograph. 
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Portrait retouching 

Here is an example of a restrained approach to retouching, where 
only a minimal amount of Photoshop editing was used. Of course 
you can retouch portraits as if they were fashion shots and some 
publications may demand this, but I thought I would start off by 
showing a more subtle approach to portrait retouching. 



1 The top photograph shows the unretouched ‘before’ version and below this you can see 
the results of the initial retouching in which I mainly used the healing brush to remove 
some of the skin blemishes. The key thing here was not to overdo the retouching. What I 
did here was more like ‘tidying and grooming’ ratherthan ‘digital surgery’. 
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2 Forthis next step I wanted to lighten the eyes. To do this, I used the lasso tool to define 
the outline of the pupils. In the Adjustments panei I clicked to add a Curves adjustment and 
in the Properties panei adjusted the curve shape to lighten the selected area. I then selected 
the whites of the eyes and applied a separate Curves adjustment. The aim here was to add 
more contrast to the pupils and make the eyes slightly lighter. 



3 You don’t want the eyes to be too light, so for this step I reduced the eye adjustment 
layer opacity slightly. Lastly, I wanted to adjust the shapes of the eyes. To do this, I used 
the command to create a merged copy layer at the top 

of the layer stack. I made a marquee selection to include the eyes, inverted the selection 
and hit UMMUk (this was done to keep the file sizedown). Ithen wentto the Filter menu, 
and chose Liquify (described later in this chapter), where I made the left eye smaller, 
opened up the eye on the right and raised the eyebrow slightly. I then clicked OK to 
complete the retouching shown here. 
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Getting the balance right 

The main thing I show on these pages is 
how to use the paint brush to smooth the 
skin tones. I happen to prefer using the 
manual painting approach (ratherthan 
relying on a blurfilter). This is because the 
painting method offers more control over 
the retouching. An important issue here 
is ‘how much should you retouch?’ This 
is mostly down to personal taste. My own 
view is that it is better to fade any painting 
work thafs done and let the natural skin 
texture show through. It is possible to 
retouch to produce a clean-looking image, 
while still keeping the model looking 
vaguely human. 


Beauty retouching 

Beauty photographs usually require more intense retouching, 
where the objective is to produce an image in which the modeTs 
features and skin appear flawless. This can be done through a 
combination of healing and painting brush work. 
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1 The top photograph here shows the before version and below that, how the same image 
looked after I had added a new empty layer and carried out some basic spotting work with 
the healing brush, where I cleaned up the spots and got rid of unwanted stray hairs. 
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2 Aíter that I used the |HQS22i@ SZ3QZm)@ command to create a merged 
copy layer at the top of the layer stack (based on a marquee selection) and worked with 
the paint brush on the merged layer. The trick here was to hold down the Q fi key 
to sample a skin tone color and gently paint using low opacity brush strokes with the 
blend mode set to tighten’. This meantthe paint strokes only affected those colors that 
were darker than the sample color. Similarly, I switched to ‘Darken’ mode when I wished 
to darken only those pixels lighterthan the paint sample color. This selective method of 
painting can produce more controlled results compared with using a Normal blend mode. 



3 This shows the finished retouched version in which I faded the opacity of the painted 
layer to 40% and added a layer mask so that I could carefully mask the areas where the 
paint retouching had spilled over. Lastly, I made a lasso selection of the eyes and clicked 
on the Add Adjustment Layer button in the Layers panei to add a Curves adjustment based 
on the eyes selection. I then applied a lightening adjustment to lighten the eyes slightly. 


I I Pual OU play CS6 
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Liquify tools 

Forward warp tool (W) 

Provides a basic warp distortion with 
which you can stretch the pixels in any 
directionyou wish. 

Z Reconstruct tool (R) 

Used to make selective undos and restore 
the image to its undistorted State. 

* Twirl clockwise tool (C) 

Twist the pixels in a clockwise direction 
(hold down the ^9 key to switch tool 
to twirl in a counterclockwise direction). 

Pucker tool (S) 

Shrinks the pixels and produces an effect 
similar to the ‘Pinch’ filter. 

Bloattool(B) 

Magnifies the pixels and produces an 
effect similar to the ‘Bloat’ filter. 

M Push lefttool (0) 

Shifts the pixels at 90° to the left of the 
direction in which you are dragging. 

' Freeze mask tool (F) 

Protects areas of the image. Frozen 
portions are indicated by a quick mask type 
overlay. These areas are protected from any 
further liquify distortions. 

Ç^Thaw mask tool (D) 

Selectively or wholly erases the freeze tool 
area. 

ET Hand tool (H) 

For scrolling the preview image. 

Zoom tool (Z) 

Used for zooming in or zooming out. 


Liquify 

The Liquify filter is designed to let you carry out freeform 
pixel distortions. When you choose Filter o Liquify (or use the 

BTO M Q keyboard shortcut), you are presented with 
what is known as a modal dialog, which basically means you are 
working in a self-contained dialog with its own set of tools and 
keyboard shortcuts, etc. The Liquify filter therefore operates like 
a separate program within Photoshop. To use Liquify efficiently, 

I suggest you make a marquee selection first of the area you wish 
to manipulate before you select the filter, and once the dialog has 
opened use the ISIQ SSÍ3 keyboard shortcut to enlarge the 
Liquify filter dialog to fit the screen. 

Basically, you can use the Liquify tools to manipulate the image 
and when you are happy with your liquify work, click the OK 
button or hit or Photoshop then calculates and applies 

the liquify adjustment to the selected image area. The Liquify 
tools are all explained in the column on the left and Figure 8.17 
provides a visual guide to each of these tools. One of the main 
things to point out here is that in Photoshop CS6, Liquify has been 
optimized to make use of the GPU and provide a much better overall 
responsiveness. As a consequence of this the turbulence and mirror 
tools have been removed. This is because they couldnT be enabled 
to work with the GPU, but ifs not such a great loss as they werenT 
tools people were using a lot anyway. 

The Liquify filter opens in a basic mode of operation 
(Figure 8.18), where initially only the forward warp, reconstruct, 
pucker, bloat, push left, hand and zoom tools appear in the tools 
section. You also have just a simplified set of tool options and 
you TI need to check the Advanced mode box if you want to access 
the full list of tools and other Liquify options (Figure 8.19). 

The easiest tool to get to grips with is the forward warp tool, 
which allows you to simply click and drag to push the pixels in 
the direction you want them to go in. However, I also like working 
with the push left tool, because it lets you carry out some quite 
bold warp adjustments. Note that when you drag with the push 
left tool it shifts the pixels 90° to the left of the direction you are 
dragging in and when you KJ Mi drag with the tool, it shifts the 
pixels 90° to the right. 

The key to working successfully with the Liquify filter is to use 
gradual brush movements and build up the distortion in stages. 
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Push lefttool (pushed up) 

Figure 8.17These illustrations giveyou an idea of the range of distortion effectsthat 
can be achieved using the Liquify tools listed on page 474. 
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Figure 8.18 The basic Liquify settings. 
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Figure 8.19 The advanced Liquify dialog 
options. 


Advanced Liquify tool Controls 

Once you have selected a tool to work with you will want to check 
out the associated tool options which are shown in the Advanced 
mode dialog in Figure 8.19. These tool options are applied 
universally to all the tools and include: Brush Size, Brush Density, 
Brush Pressure and Brush Rate. All tools (apart from the hand and 
zoom tool) are displayed as a circular cursor with a crosshair in the 
middle. If you mouse down on the double-arrow icon to the right of 
each field entry box, this pops a dynamic slider which can be used 
to adjust the settings. You can use the square bracket keys fj O 
to reduce or enlarge the tool cursor size and the rate of increase/ 
decrease can be accelerated by holding down the 90 key. You 
can also right mouse drag with the ^9 key held down to 
adjust the cursor size. In Photoshop CS6 the brush size limit has 
been increased to 15,000 pixels and you will also notice that 
Liquify now has a much improved brush slider response. I highly 
recommend here that you use a pressure sensitive pen and pad such 
as the Wacom™ system and if you do so, make sure that the Stylus 
Pressure option is checked and that the Brush Pressure setting is 
reduced to around 10-20%. 

Reconstructions 

Next we have the Reconstruct Options, which have now been made 
much simpler in Photoshop CS6. If you apply a Liquify distortion 
and click on the Reconstruct button, this opens the Revert 
Reconstruction dialog shown in Figure 8.20. By setting the amount 
to anything less that 100, you can decide by how much to reduce 
the current overall image liquify distortion - the reconstruction is 
applied evenly to the whole image and allows you to unwarp by 
however much you like. Note that as you do this the distortion will 
be preserved for any areas that have been frozen using the freeze 
tool. If you click on the ‘Restore All’ button the entire image is 
restored in one step (ignoring any frozen areas). There is also a 
reconstruct tool and this can be used to selectively paint over any 
areas where you wish to selectively undo a warp. 

Don’t forget that while inside the Liquify dialog, you also have 
multiple undos at your disposal. Use fjüQ ffIM ê to undo or 
redo the last step, EIQQ to go back in history and 

IÜEmQ to go forward in history. 
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Mask options 

The mask options can utilize an existing selection, layer 
transparency or a layer mask as the basis of a mask to freeze and 
constrain the effects of any Liquify adjustments (Figure 8.21). The 
first option is ‘Replace Selection’ ( HF ). This replaces any existing 
freeze selection that has been made. The other four options allow 
you to modify an existing freeze selection by ‘adding to’ (EJ-), 
‘subtracting from’ ([DD y), ‘intersecting’ ( D -) or creating an 
‘inverted’ selection (|[T10. You can then click on the buttons 


below. Clicking on ‘None’ clears all freeze selections, clicking 
‘Mask A1T freezes the entire area, and clicking Tnvert A1T inverts 
the current frozen selection. 



Figure 8-22 Freeze masks can be used to protect areas of a picture before you 
commence doing any liquify work. In the example shown here a freeze mask was loaded 
from a layer mask (see Figure 8.21). When you freeze an area in this way it is protected 
from subsequent distortions so you can concentrate on applying the Liquify tools to just 
those areas you wish to distort. Frozen mask areas can be unfrozen by using the thaw mask 
tool. 
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Figure 8.20 The Revert Reconstruction 
dialog. 
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Figure 8.21 lf you mouse down on the 
arrow next to the mask options you can also 
load a mask from the pop-up menu. This 
can include saved alpha channels and this 
was how, for example, I was able to load the 
precision mask shown in Figure 8.22. 


View options 

The View options are shown in close-up in Figure 8.23. The 
‘Show Mesh’ option lets you see a mesh overlay revealing the 
underlying liquify distortion and the mesh grid can be displayed 
at different sizes using different colors. This can readily help you 
pinpoint the areas where a distortion has been applied. You can 
use the check boxes in this section to view the mesh on its own or 
have it displayed overlaying the Liquify preview image (as shown 
in the Figure 8.17 examples). 
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Figure 8-23 The Liquify View options. 


The freeze mask overlay can be made visible or hidden by 
using the ‘Show Mask’ checkbox in the View options. This section 
also allows you to choose a mask color. 

The Show Backdrop option is normally left unchecked. If the 
Liquify image contents are contained on a layer, then it is possible 
to check the Show Backdrop option and preview the liquified layer 
against the Background layer, all layers, or specific layers in the 
image. Here is how this option might be used. Let’s imagine for 
example that you wished to apply a liquify distortion to a portion 
of an image and you started out with just a ílattened image. You 
then make a selection of the area you wish to work on and make 
a copy layer via the selection contents using Elff QjyQ 
Once you have done this, as you apply the Liquify filter you can 
check the Show Backdrop checkbox and set the mode to Behind. 
At 100% opacity the Liquify layer covers the Background layer 
completely, but as you reduce the opacity you can preview the 
effect of a Liquify distortion at different opacity percentages. This 
technique can prove useful if you wish to compare the effect of a 
distortion against the original image or a target distortion guide (as 
shown in the step by step example thafs just coming up). 


Saving the mesh 

It isn’t possible to apply Liquify as a Smart filter, so whatever 
you do in Liquify has to be applied permanently to the image. 
However, the Liquify dialog does include ‘Save Mesh... ’ and 
‘Load Mesh... ’ buttons. These allow you to save your liquify work 
as a mesh setting and reload it later. Plus there is now also a ‘Load 
Last Mesh’ button in Photoshop CS6. When you save a mesh you 
have the option to work on the image again at a later date and 
reload the previous mesh settings. So, for example, if you have a 
saved mesh, this gives you the option to copy the original layer 
contents again, reapply the previously used mesh and re-edit the 
image contents in Liquify. 

To reapply a Liquify filter using the last applied settings, go to 
the Filter menu and choose ‘Last Filter’, or use the füiQ QfflQ 
shortcut. 
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Targeted distortions using Liquify 

With the recent introduction of the Puppet warp tool you may be 
wondering if we still need to use Liquify? After all, Puppet Warp 
does allow you to work on an image layer directly rather than via 
a modal dialog. Although I am a fan of the Puppet Warp feature, I 
do still see a clear distinction between the types of jobs where it is 
most appropriate to use Puppet Warp and those where it is better 
to use Liquify. In the example shown here, the Liquify filter was 
still the best tool to use because you can use the paint-like Controls 
to carefully manipulate the mesh that Controls the distortion. Plus 
you can also use the freeze tool, which is unique to Liquify, to 
control those parts of the image that you don’t want to see become 
distorted. Every job is different and you’11 need to decide for 
yourself which is the most appropriate distortion tool to use and 
which can best help you achieve the result you are after. 



1 The objective here was to enlarge the rosette 
on the shoulder using the Liquify filter. I 
created an empty new layer (Layer 1). I then 
used the pen tool to draw a path outline and 
stroked this path using the brush tool (see 
Chapter 9). This first step was to create a 
guide for subsequent Liquify work. I then made 
a selection of the area of interest and used 
EDO aso to copy the Layer 0 selected 
area. I then E§ ®-clicked the copied layer 
to reactivate the selection. This is important as 
having a selection active forces Liquify to load 
the selected areaonly. 
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2 I chose Filter o Liquify, checked the ‘Show Backdrop’ option and made Layer 1 appear 
above the target layer to be retouched here. I then used the freeze mask tool to protect the 
modeTs face from being edited. You can also see here that I had the mesh visible. 
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3 I then selected the forward warp tool and with a succession of low pressure strokes, 
gradually warped the rosette so that it matched the outline of the Layer 1 guide. When I was 
happy with the way the image looked, I clicked OK to applythe Liquify distortion. 
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Chapter 9 

Layers, Selections 
and Masking 

F or a lot of photographers the real fun starts when you 

can use Photoshop to create composite photographs and 
combine different image elements into a single photo. 

This chapter explains the different tools that can be 
used for creating composite photographs as well as the intricacies 
of working with layers, channels, mask channels and pen paths. 

To begin with, let us focus on some of the basic principies such 
as how to make a selection and the interrelationship between 
selections, alpha channels, masks and the Quick Mask mode. 
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Figure 9-1 Aselection is represented in 
Photoshop using marching ants. 


Selections and channels 

Whenever you read about masks, mask channels, image layer mask 
channels, alpha channels, quick masks or saved selections, we are 
basically talking about the same thing: an active, semipermanent or 
permanently saved selection. 

Selections 

There are many ways you can create a selection in Photoshop. You 
can use any of the main selection tools such as the lasso tool or the 
Select O Color Range command, or convert a channel or path to a 
selection. Whenever you create a selection, you will notice that it 
is defined by a border of marching ants (Figure 9.1). It is important 
to remember that selections are only temporary - if you make a 
selection and accidentally click outside the selected area with the 
selection tool, the selection will be lost, although you can always 
restore a selection by using the Edit o Undo command (E§@ 
ÜBB Qk As you work on a photo in Photoshop, you will typically 
use selections to define specific areas of an image where you wish 
to edit the image or maybe copy the pixels to a new layer and when 
you are done, you’ll deselect the selection. If you end up spending 
any length of time preparing a selection, you’11 maybe want to save 
such selections by storing them as alpha channels (also referred to 
as ‘mask channels’). To do this, go to the Select menu and choose 
Save Selection... The Save Selection dialog box then asks if you 
want to save the selection as a new channel (Figure 9.2). If you 
select a pre-existing channel from the Channel menu you will have 
the option to replace, add, subtract or intersect with the selected 


Save Selection 



Figure 9-2 To save a selection as a new alpha channel you can choose Select o Save 
Selection and select the New Channel button option. 
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channel. You can also create new alpha channels by clicking on the 
‘Save selection as a channel’ button at the bottom of the Channels 
panei, which will convert a selection to a new channel. If you look 
at the Channels panei shown in Figure 9.3, you will notice how a 
saved selection has been added as a new alpha channel (this will be 
channel #6 in RGB mode, or #7 if in CMYK mode). You can also 
click on the ‘Create new channel’ button, then fill the empty new 
channel with a gradient or use the brush tool to paint in the alpha 
channel using the default black or white colors. Once you create a 
new channel it is preserved when you save the image. 

To load a saved channel as a selection, choose ‘Load 
Selection...’ from the Select menu and select the appropriate 
channel number from the submenu. Alternatively, you can 1:1 
^0-click a channel in the Channels panei, or highlight a channel 
and click on the ‘Load channel as a selection’ button. 


Recalling the last used selection 

The last used selection is often memorized 
in Photoshop. Just go to the Select menu 
and choose ‘Reselect’ í iüEEflfl ffl 


Omitting channels in a save 

As was pointed out in the main text, 
channels are automatically saved when you 
save an image. However, if you choose 
Save As... you do have the option to 
exclude saving alpha channels with an 
image should you wish to do so. 


Toggle channel 
visibility 


Load channel 
as a selection 



Channels panei 
options menu 



X 2 - Composite 

channel 


X3 - Red channel 


X4 - Green channel 


xs - Blue channel 


Alpha channel 


l j q : ,i ..Delete channel 

I I — 


Save selection as a channel Create new channel 


Figure 9-3 When you save a selection it is added as a new alpha channel in the 
Channels panei. Channels can be viewed independently by clicking on the channel name. 
However, if you keep the composite channels selected and click on the empty space nextto 
the channel (circled), you can preview a channel as a quick mask overlay. 
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Figure 9.4 The top image shows an active 
selection and the bottom image shows the 
same selection displayed as a Quick Mask. 


Quick Mask Uptions 


Color Indicate*: 
© Masked Áreas 
C Sei ec te d Are as 

Color 


C OK 3 

C' Cancel 


Opacífy: 50 | % 


Figure 9.5 The Quick Mask Options. 


The marching ants indicate the extent of an active selection 
and any image modifications you carry out are applied within 
the selected area only. Remember though, all selections are only 
temporary and can be deselected by clicking outside the selection 
area with a selection tool or by choosing Select o Deselect 
(Gl© igjglfpT ). If you find the marching ants to be distracting 
you can temporarily hide them by going to the View menu and 
deselecting ‘Extras’. Or, you can use the ©o ©o keyboard 
shortcut to toggle hiding/showing the marching ants. 

Quick Mask mode 

You can also preview and edit a selection in Quick Mask mode, 
where the selection will be represented as a transparent colored 
mask overlay (Figure 9.4). If a selection has a feathered edge, the 
marching ants boundary will only represent the selected areas that 
have more than 50% opacity. Therefore, whenever you are working 
on a selection that has a soft edge you can use the Quick Mask 
mode to view the selection more accurately. To switch to Quick 
Mask mode from a selection, click the quick mask icon in the 
Tools panei (Figure 9.6) or use the @ keyboard shortcut to toggle 
back and forth between the selection and Quick Mask modes. 
Whether you are working directly on an alpha channel or in Quick 
Mask mode, you can use any combination of Photoshop paint 
tools, or image adjustments to modify the alpha channel or Quick 
Mask content. If you double-click the quick mask icon, this opens 
the Quick Mask Options shown in Figure 9.5, where you can alter 
the masking behavior and choose a different color from the Color 
Picker (this might be useful if the Quick Mask color is too similar 
to the colors in the image you are editing). 


% 


% ^ 

% 

03 


O 

O 


O 


Figure 9.6 The Quick Mask mode button is in the Tools panei just below the 
foreground/background swatch colors. Shown here are the two modes: Selection mode 
(left) and Quick Mask mode (right). You can toggle between these by clicking on this 
button. Double-click to open the Quick Mask Options shown in Figure 9.5. 
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Creating an image selection 




1 1n this example I selected the elliptical marquee tool and dragged with the tool to define 
the shape of the cup and saucer. Note howyou now get to see a heads up display of the 
selection dimensions. 



2 Now that I had created this selection I could use it to modify the image. With the 
selection still active, I added a new Curves adjustment layer (using the settings shown here 
in the Properties panei) to cool the cup and saucer. Note how when you add an adjustment 
layer and a selection is active, the selection automatically generates a layer mask and the 
mask also appears in the Channels panei as ‘Curves 1 Mask’. 
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Reloading selection shortcuts 

To reload a selection from a saved 
mask channel, choose Select o Load 
Selection... You can also ü§ ®-cl ick 
a channel to load it as a selection. To 
select a specific channel and load it as 
a selection, use ülitia channel # 
03GB channel # (where # equals the 
channel number). 

One thing to be aware of here is that 
since CS4, the usual shortcut numbers 
have been shifted along by two. I have 
mentioned this a couple of times already, 
but it is worth repeating since this is 
something that is likely to catch people 
out who have been working with previous 
versions of Photoshop. Basically, ÉIICT 
is used (as before) to zoom 
the image to fit the screen and ilifl 
QSO is now used to zoom to 100%. 
Where iTiP fSEfà was once used 
to select the composite channel, the 
new shortcut is now I3H 0230 
This means that you should use | 

|to select the red channel,! 

I to select thegreen channel, 

|to select the blue channel 
and subsequent numbers to select any 
additional mask/alpha channels that are 
stored in an image. 


Modifying selections 

You can modify the content of a selection using the and 
Q Mtã modifier keys. If you hold down the key you can add 
to a selection. If you hold down the ^9 @fl key you can subtract 
from a selection and if you hold down the Qgyg WUÊGdMÀ keys 
you can intersect a selection as you drag with a selection tool. 

The magic wand is a selection tool too, but here all you have to 
do is to click (not drag) with the magic wand, holding down the 
appropriate keys to add or subtract from a selection. Note that if 
you select either the lasso or one of the marquee tools, placing 
the cursor inside the selection and dragging moves the selection 
boundary position, but not the selection contents. With Photoshop 
CS4 and earlier versions this was only possible providing the target 
layer was visible. With Photoshop CS5 or later it does not matter 
whether the layer you have selected is visible or not. You can now 
move a selection this way without being confronted with a warning 
dialog. 

Alpha channels 

An alpha channel is effectively the same thing as a mask channel 
and if you choose Select o Save Selection..., you can save a 
selection as a new alpha channel. These are saved and added in 
numerical sequence immediately below the main color channels. 
Just like normal color channels, an alpha channel can contain up 
to 256 shades of gray in 8-bits per channel mode or up to 32,000 
shades of gray in 16-bits per channel mode. You can select a 
channel by going to the Channels panei and clicking on the desired 
channel. Once selected, it can be viewed on its own as a grayscale 
mask and manipulated any way you like using any of the tools in 
Photoshop. An alpha channel can also effectively be viewed in a 
‘quick mask’ type mode. To do this, first select an alpha channel 
and then click on the eyeball icon next to the composite channel, 
which is the one at the top of the Channels panei list (see Figure 
9.3). You will then be able to edit the alpha channel mask with the 
image visible through the mask overlay. There are several ways to 
convert an alpha channel back into a selection. You can go to the 
Select menu, choose Load Selection... and then select the name of 
the channel. A much simpler method is to drag the channel down to 
the ‘Make Selection’ button at the bottom of the Channels panei, or 
IH QHJ-click the channel in the Channels panei. 
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Adding to an image selection 




1 Here, I started off with a rectangular marquee selection. I then selected the elliptical 
marquee tool and dragged across the image with the Q fQ keys held down. This 
allowed me to subtract from the original rectangular marquee selection. 


2 As with the previous example I added a Curves adjustment that used the current active 
selection to create the masked adjustment layer seen here. I then adjusted the Curves to 
make the place mat cooler in appearance. 
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Figure 9-7 This diagram illustrates the 
interrelationship between pen paths, vector masks, 
alpha channels, selections and quick masks. For 
example, you can convert a selection to a mask and 
a mask back into a selection, and a selection can 
temporarily be displayed and edited in Quick Mask 
mode and switched back to selection mode again. The 
red arrows indicate that some data loss is incurred 
during the conversion from one State to the other. 
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Selections, alpha channels and masks 

As was pointed out at the beginning of this chapter, there is an 
interrelationship between selections, quick masks and alpha 
channel masks. This also extends to the use of vector paths and 
vector masks (vector paths are discussed towards the end of this 
chapter). The accompanying Figure 9.7 diagram highlights these 
relationships in more detail. 

Starting at the top right corner, we have a path outline that 
has been created using the pen tool in Photoshop. A pen path 
outline can be saved as a path and an active path can be used to 
create a vector mask, which is a layer masked by a pen path mask 
(see pages 570-576). A vector mask can also be rasterized to 
make a layer mask (a layer that is masked by an alpha channel). 
Meanwhile, a pen path can be converted to a selection and a 
selection can be converted back into a work path. If we start with 
an active selection, you can view and edit a selection as a quick 
mask and a selection can also be converted into an alpha channel 
and back into a selection again. 

When preparing a mask in Photoshop, most people will start 
by making a selection to define the area they want to work on and 
save that selection as an alpha channel mask. This allows you to 
convert the saved alpha channel back into a selection again at any 
time in the future. The other way to prepare a mask is to use the 
pen tool to define the outline first and then convert the pen path to 
a selection. If you think you will need to reuse the pen path again, 
such as to convert it to a selection again at a later date, then it is 
worth remembering to save the work path with a meaningful name, 
rather than the default ‘Path V etc., in the Paths panei. 

As I say, the business of using vector masks and layer masks 
is covered in more detail later on, but basically, a layer mask is 
an alpha channel applied to a layer which defines what is shown 
and hidden on the associated layer and a vector mask is a pen path 
converted to a vector mask that defines what is shown and hidden 
on the layer. There are good reasons for having these different 
ways of working and IT1 be providing some practical examples in 
this chapter for when it is most appropriate to use either of these 
two main methods to mask an image. 


Converting vectors to pixels 

In Figure 9.71 mention that some of the 
conversion processes will incur a loss of 
data. This is because when you convert 
vector data to become a pixel-based 
selection, what you end up with is not truly 
reversible. However, drawing a pen path 
and converting the path to a selection is a 
very convenient way to make an accurate 
selection. But, if you attemptto convert a 
selection back into a pen path again, you 
will not end up with an identical path to 
the one that you started with. Basically, 
converting vectors to pixels is a one-way 
process. Converting a vector path into a 
pixel-based selection is a good thing to do, 
but you should be aware that converting 
a pixel-based selection into a vector path 
will potentially incur some loss of data. 
More specifically, a selection or mask can 
contain shades of gray, whereas a pen path 
merely describes a Sharp outline where 
everything is either selected or not. 
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Figure 9-8 The above illustration shows a 
graphic where the left half is rendered without 
anti-aliasing and the right half uses anti- 
aliasing to produce smoother edges. 


Anti-aliasing 

Bitmapped images are made up of a grid of pixels, where without 
anti-aliasing, non-straight lines would be represented by a jagged 
sawtooth of pixels. Photoshop gets round this problem by anti- 
aliasing the edges, which means filling the gaps with in-between 
tonal values, so that non-vertical/horizontal sharp edges are 
rendered smoother by the anti-aliasing process (Figure 9.8). 
Wherever you encounter anti-aliasing options, these are normally 
switched on by default and there are only a few occasions where 
you might íind it useful to turn these off. 

If you have an alpha channel where the edges are too sharp 
and you wish to smooth them, the best way to do this is to apply 
a Gaussian Blur filter using a Radius of 1 pixel. Or, you can paint 
using the blur tool to gently soften the edges in the mask that need 
the most softening. 


Feather Selection 


Feather Radius: 2| pixels 


( o* ) 

C Cancel ^ 


Figure 9-9 The Feather Selection dialog can 
be used to feather the radius of a selection. 


Feathering 

Whenever you do any type of photographic retouching it is 
important to always keep your selections soft. If the edges of a 
picture element are defined too sharply it will be more obvious 
to the viewer that a photograph has been retouched. The secret 
to good compositing is to avoid creating hard edges and keep the 
edges of your picture elements soft so that they blend together more 
smoothly. 

There are two ways to soften the edges of a selection. You can 
go to the Select menu and choose Modify o Feather 
and adjust the Feather Radius setting (Figure 9.9). Or, if you have 
applied a selection as a layer mask, you can use the Feather slider 
in the Properties panei Masks mode to feather the mask ‘in situ’. 

A low Feather Radius of between 1 or 2 pixels should be enough 
to gently soften the edge of a selection outline, but there are times 
when it is useful to select a much higher Radius amount. For 
example, earlier on page 378,1 used the elliptical marquee tool 
to define an elliptical selection, applied this as a Leveis adjustment 
layer mask and feathered the selection by 150 pixels in the 
Properties panei Masks mode. This allowed me to create a smooth 
vignette that darkened the outer edges of the photograph. Note that 
in Photoshop CS6, the maximum feather radius has been raised 
from 250 to 1000 pixels and Photoshop supports feather values up 
to two decimal places. 
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Layers 

Layers play an essential role in all aspects of Photoshop work. 
Whether you are designing a Web page layout or editing a 
photograph, working with layers lets you keep the various 
elements in a design separate from each other. Layers also give 
you the opportunity to assemble an image using separate, discrete 
layers and have the ílexibility to make any edit changes you want 
at a later stage. You can also add as many new layers as you like to 
a document up to a maximum limit of 8000 layers! The Photoshop 
layers feature has evolved in stages over the years and Photoshop 
CS2 onwards includes new ways for selecting multiple layers and 
linking them together. Also fairly new to Photoshop is the ability to 
drag and drop a file to a Photoshop document and place it as a new 
layer (see page 564). First let’s look at managing layers and the 
different types you can have in a Photoshop document. 

Layer basics 

Layers can be copied between open documents by using the move 
tool to drag and drop a layer (or a selection of layers) from one 
image to another. This step can also be assisted by the use of the 
(2(220 key to ensure layers are positioned centered in the destination 
image. To duplicate a layer, drag the layer icon to the New Layer 
button and to rename a layer in Photoshop, simply double-click 
the layer name. To remove a layer, drag the layer icon to the 
Delete button in the Layers panei and to delete multiple layers, 
use a HÉBíl-click or lü QgJ-click to select the layers or layer 
groups you want to remove and then press the Delete button at the 
bottom of the Layers panei. There is also a ‘Delete Hidden Layers’ 
command in both the Layers panei submenu and the Layer O 
Delete submenu. In addition there is now a File O Scripts menu 
item that can be used to delete all empty layers (see Figure 9.10). 

Image layers 

The most common type of layer is an image layer, which is used to 
contain pixel information. New empty image layers can be created 
by clicking on the Create new layer button in the Layers panei 
(Figure 9.14). They can also be created by copying the contents of 
a selection to create a new layer within the same document. To do 
this, choose Layer o New o Layer via Copy, or use the Elff 
QjyQ keyboard shortcut. This copies the selection contents, so 


Image Processor... 


Delete All Empty Layers 


Flatten AU Layer Effects 
Flatten AU Masks 

Layer Comps to Files,., 

Layer Comps to PDF,., 

Layer Comps to WPG,., 

Export Layers to FU es,., 

Scrlpt Events Manager.., 

Load Files into Stack... 

Load Multiple DECOM Files... 

Statistics... 

Browse... 

Figure 9.10 This shows the File o Scripts 
menu, where there is now a new script item 
called ‘Delete All Empty layers’. 

Renaming layers 

To rename a layer, double-click the layer 
name in the layers panei to highlight the 
text. Use to go to the next layer down 
and rename. Use to go to the 

next layer up. 
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Figure 9-11 The pen tool and shapetools 
include a Shape layer mode button for creating 
shape layer objects defined by a vector path. 



Figure 9.12 Text layers are created 
whenever you add type to an image. Text layers 
can be re-edited atanytime. 



that they become a new layer. You can also use this shortcut to 
copy multiple layers or layer groups. Also, you can cut and copy 
the contents from a layer by choosing Layer o New o Layer via 
Cut or use the fjÜBgaãiP keyboard shortcut. 

Vector layers 

Vector layers is a catch-all term used to describe non-pixel layers 
where the layer is filled with a solid color and the outline is defined 
using a vector layer mask. A vector layer is created whenever you 
add an object to an image using one of the shape tools, or draw a 
path using the Shape layer mode, or when you add a solid fill layer 
from the adjustment layer menu. Figure 9.11 shows an example 
of a vector layer, which is basically a solid fill layer masked by a 
vector mask. 


Text layers 

Typefaces are essentially made up of vector data, which means 
that Text layers are essentially vector-based shape layers. When 
you select the type tool in Photoshop and click or drag with the 
tool and begin to enter text, a new text layer is added to the Layers 
panei. Text layers are symbolized with a capital T\ and when 
you hit tSISMR 1 to confirm a text entry, the layer name displays the 
initial text for that layer, making it easier for you to identify the 
layer (see Figure 9.12). Note that you can double-click the text 
layer T’ icon to highlight the text and make the type tool active. 


Adjustment layers 

Adjustment layers are image adjustments in the form of layers. 
With adjustment layers you have the opportunity to edit the 
adjustments as often as you like, plus you can toggle an adjustment 
on or off by clicking the layer eyeball icon (Figure 9.13). The 
chief advantages of working with adjustment layers are that 
you can re-edit the adjustment settings at any time and you 
can use the paint, fill or gradient tools to selectively apply the 
adjustments to an image. 


Figure 9.13 Adjustment layers are image 
adjustments that can be applied to individual 
or multiple layers within an image. Like other 
layers, you can mask the contents and adjust 
the blending mode and layer opacity. 


Layers panei Controls 

Figure 9.14 shows an overview of the Layers panei Controls for the 
layered image shown in Figure 9.15. The filter options are new and 
IT1 be discussing these on page 544. The blending mode options 
determine how a selected layer will blend with the layers below, 
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while the Opacity Controls the transparency of the layer contents 
and the Fill opacity Controls the opacity of the layer contents 
independent of any layer style (such as a drop shadow) which 
might have been applied to the layer. Next to this are the various 
layer locking options. At the bottom of the panei are the layer 
content Controls for layer linking, adding layer styles, layer masks, 
adjustment layers, new groups, new layers as well as a Delete layer 
button. Most of the other essential layer operation commands are 
conveniently located in the Layers panei fly-out options. 


Filter menu 
Blending mode 

Lock Transparency 

Type layer (symbolized 
with a capital T) 
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the layer isina 
clippinggroup 
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Layer visibility 

You can selectively choose which 
layers are to be viewed by selecting and 
deselecting the eye icons. If you go to the 
History panei options and check ‘Make 
Layer Visibility Changes Undoable’, 
you can even make switching the Layer 
visibility on and off an undoable action. 
Note also that the Blend mode and layer 
opacity now remain visible even if the layer 
visibility is switched off. 


| - Layers panei fly-out menu options 


Layer opacity 
Fill opacity 

Layer style effects are associated 
with this layer 


Layer style effects list 

Shape layer 

Curves adjustment layer with 
layer visibility switched off 

Linked image layer with a linked layer mask 
Linked image layer 


The Background layer (locked by default) 


■ Delete current layer/layer mask/vector mask/effect 


Link layers 

Add layer style Add layer mask 


Create new layer 
Create new layer group 


Add new fill/adjustment layer 


Figure 9-14 This is an overview of the Photoshop Layers panei. 
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Figure 9-15 Here is an expanded diagram of how the layers in a book cover image file 
were arranged inside Photoshop. The checkerboard pattern represents transparency and the 
layers are represented here in the order they appear in the Layers panei. 
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Layer styles 

You can use the layer style menu at the bottom of the Layers panei 
(see Figure 9.14) to apply different types of layer styles to an 
image, shape or text layer. This feature is really of more interest 
to graphic designers rather than photographers, but you’11 find 
descriptions of the various layer styles in the online Help Guide. 

Adding layer masks 

You can hide the contents of a layer either wholly or partially by 
adding a layer mask, a vector mask or both. Masks can be applied 
to any type of layer: image layers, adjustment layers, type layers 
or shape layers. Image layer masks are defined using a pixel-based 
mask, while vector masks are defined using path outlines. Click 
once on the Add Layer Mask button to add a layer mask and click 
a second time to add a vector mask (in the case of shape layers 
a vector mask is created first and clicking the Add Layer Mask 
button adds a layer mask). You will also notice that when you add 
an adjustment layer or fill adjustment layer a layer mask is added 
by default. The layer mask icon always appears next to the layer 
icon and a dashed stroke surrounding the icon tells you which is 
active (see Figures 9.16 and 9.17). 

The most important thing to remember about masking in 
Photoshop is that whenever you apply a mask you are not deleting 
any thing; you are only hiding the contents. By using a mask to 
hide rather than to erase unwanted image areas you can go back 
and edit the mask at a later date. If you make a mistake when 
editing a layer mask, it is easy enough to correct such mistakes 
since you are not limited to a single levei of undo. To show or hide 
the layer contents, first make sure the layer mask is active. Select 
the paintbrush tool and paint with black to hide the layer contents 
and paint with white to reveal. To add a layer mask based on a 
selection, select a layer to make it active, make a selection and 
click on the Add Layer Mask button at the bottom of the Layers 
panei, or choose Layer o Layer Mask o Reveal Selection. To add 
a layer mask to a layer with the area within the selection hidden, 
Q Qff-click the Layer Mask button in the Layers panei, or 
choose Layer o Layer Mask o Hide Selection. 

Lastly, the mask linking buttons referred to in Figures 9.16 and 
9.17 allow you to lock or unlock a mask so that you can move the 
mask or layer contents independently of each other. 


Layer styles effects visibility 

In Photoshop CS6 you can Q ©-click 
to toggle expanding compacting all the 
layer effects for all the layers. 



Figure 9.16 The Layers panei view shown 
here contains two layers, and the selected 
layer is the one thafs highlighted here. The 
dashed border line around the layer mask icon 
indicates that the layer mask is active and any 
editing operations will be carried out on the 
layer mask only. There is no link icon between 
the image layer and the layer mask. This 
means that the image layer or layer mask can 
be moved independently of each other. 



Figure 9.17 In this next panei screen 
shot, the border surrounding the vector mask 
indicates that the vector mask is active and 
that any editing operations will be carried 
out on the vector mask. In this example, the 
image layer, layer mask and vector mask are 
all linked. This means that if the image layer 
is targeted and you use the move tool to move 
it, the image layer and layer masks will move 
in unison. 
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Copying a layer mask 

You can use the E3 02 key to drag/ 
copy a layer mask across to another layer 
inthe same document. 



Figure 9.18 The remove layer mask 
options. 



Figure 9.19 Click the Add Layer Mask 
button to add a layer mask where the contents 
remain visible. Q @l-click to add a layer 
mask filled with black, where the contents are 
all hidden. 



ptíable Uyçr Mask 


I No mui ;|Òp»ctty:|íoDs[ - ] 


Lòtk E3 ^ â fi|1 


Deletc Uyer Mask 
Apply Láyer Mask 


Mask Options... 


Add Mask To ielcttion 
Subtract Mask From Selection 
Interspct Mask With Selectmn 


Viewing in Mask or Rubylith mode 

The layer mask icon preview provides you with a rough indication 
of how the mask looks, but if you KJ @0-click the layer mask 
icon the image window view switches to display a full image view 
of the mask (see Step 1 opposite). If you HHk Knnn-c\\ck 

the layer mask icon, the layer mask is displayed as a quick mask 
type transparent overlay (see Step 2 opposite). Both these steps can 
be toggled. 

Removing a layer mask 

To remove a layer mask, select the mask in the Layers panei and 
click on the Layers panei Delete button (or drag the layer mask to 
the Delete button). A dialog box then appears asking if you want 
to ‘Apply mask to layer before removing?’ (Figure 9.18). There are 
several options here: if you simply want to delete the layer mask, 
then select ‘Delete’. If you wish to remove the layer mask and at 
the same time apply the mask to the layer, choose ‘Apply’. Or click 
‘Cancel’ to cancel the whole operation. 

To temporarily disable a layer mask, choose Layer o Layer 
Mask ^ Disable, and to reverse this, choose Layer o Layer Mask 
o Enable. You can also gfjggj-click a mask icon to temporarily 
disable the layer mask (when a layer mask is disabled it will 
appear overlaid with a red cross). A simple click then restores the 
layer mask again (but to restore a vector mask you will have to 

-click again). Or alternatively, right mouse-click the mask 
icon to open the full list of contextuai menu options to disable, 
delete or apply a layer mask (see Figure 9.20). 

Adding an empty layer mask 

To add a layer mask to a layer so that the layer contents remain 
visible, just click the Layer Mask button in the Layers panei 
(Figure 9.19). Or, choose Layer o Add Layer Mask o Reveal 
All. To add a layer mask to a layer that hides the layer contents, 
KJ BB-elick the Add Layer Mask button in the Layers panei. Or, 
choose Layer o Add Layer Mask o Hide All. This adds a layer 
mask filled with black. 


Figure 9.20 The layer mask contextuai 
menu options. 


Thumbnail preview clipping 

If you use a right mouse-click on a layer thumbnail, this opens the 
contextuai menu shown in Figure 9.21 where you can choose to 
clip thumbnails to the layer or document bounds. 
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1 lf you Q ©-click the layer mask icon, you can preview a layer mask in normal 
mask mode. 



2 lf instead you ®SJ0-clickthe layer mask icon, you can preview a layer 

mask in Quick Mask mode. The mask can be edited more easily in either of these preview 
modes. The backslash key (O) can be used to toggle showing the layer mask as a quick 
mask and return to normal view mode again. 



Blending Options*,, 

Edit Adjustment... 

Select Pixels 

Add Transparency Mask 
Subtract Transparency Mask 
Intersect Transparency Mask 

Mo Thumbnails 
Small Thumbriails 
Médium Thumbnails 
/ Large Thumbnails 


/ Ctip Thumbnails to Layer Bounds 


Clip Thumbnails to Document &ounds 

h Mo Color 

■ Red 

■ O range 

■ Yellow 

■ Green 
O Blue 

■ Violei 

■ Cray 


Figure 9-21 There is now a new layer 
thumbnail contextuai menu that allows you 
to determine whether the thumbnail preview 
clips to the document bounds or to the layer 
bounds. This option affects the layer contents 
visibility in the Layers panei (but does not 
affectthe associated pixel/vector layer masks). 
Once selected this option remains persistent 
for all document layers panei views. 
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Figure 9.22 This shows a before shot of 
the photo thatwas edited here. 


Creating a layer mask from Transparency 

Photoshop CS5 or later allows you to create a layer mask from 
transparent data on a layer. In other words, it allows you to split the 
contents of an existing layer into color and transparency data. In 
the example shown here I was able to take an existing paint layer 
from the image shown in Figure 9.22 and split it into a layer that 
contained all the color and tone information, masked with a layer 
mask that defined the transparency of the previously applied brush 
strokes. From there I was able to edit the layer and layer mask 
separately and this allowed me to carry out fine-tuned adjustments to 
the painting layers that would not have been so easy to accomplish 
before I had separated the layer into these two components. Another 
suggestion would be to take a paint layer, split it into a layer and a 
layer mask and then blur the paint colors to blend them better while 
still preserving the transparency of the brush strokes. 



1 This shows a photograph taken from a 
step-by-step technique in which I applied two 
paint coloring layers to remove the dark roots 
from the modefs hair. On one layer I painted 
with the layer set to Soft Light blend mode 
and on the other I painted with the layer set 
to the Color blend mode. I was able to do a 
fairly convincing job of removing the roots, 
but suppose I wanted to fine-tune the brush 
strokes? I selected the Color layer shown here, 
wentto the Layer menu and chose Layer Mask 
o From transparency. I then did the same 
thing with the Soft Light layer. 
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2 Here you can see how the Soft Light 
layer pixel layer and layer mask looked 
when separated in this way and viewed 
independently. As you can see, the pixel layer 
looks rather surprising, but the combination 
of this plusthe mask layer still produced the 
same end result. Next I was able to target the 
pixel layer and the mask independently and 
make fine-tuned edits to both to achieve a 
better overall lookfrom the paint layers. 
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Density and mask contrast 

The Density slider answers requests to 
have some kind of control over the mask 
contrast. A lot of layer masks will originate 
as black and white masks where the image 
adjustments or pixel layer contents are 
either at full opacity or hidden (the same 
is true of vector masks of course). The 
Density slider allows you to preserve 
the mask outline, but fade the contrast 
of the mask in a way that is completely 
re-editable. 


Properties panei mask options 

Figure 9.23 shows the Properties panei 
Masks mode options menu, where you 
can use the menu options shown here to 
add, subtract or intersect the current mask 
with an active selection. Imagine you want 
to add something to a selection you are 
working on. You simply choose the Add 
Mask to Selection’ menu option to add it to 
the current selection. 



Mask Options... 


Add Mask To Selection 


Subtract Mask From Selection 
Intersect Mask With Selection 


Close 

Close Tab Group 



Figure 9-23 The Properties panei Masks 
mode panei contrais are accessible from the 
menu circled in Figure 9.24. 


Properties Panei in Masks mode 

I have already shown a few examples of how the Properties panei 
in Masks mode can be used to modify pixel or vector layer masks 
and the Properties panei Masks mode Controls are all identified in 
Figure 9.24 below. The pixel mask/vector mask selection buttons 
are at the top of the panei and can also be used to add a mask 
(providing a pixel or vector mask is already present). Below that 
are the Density and Feather sliders for modifying the mask contrast 
and softness. Next are the Refine buttons, which are only active if a 
pixel mask is selected. The Mask Edge... button opens the Refine 
Edge dialog (so why not call it Refine Edge?), where, as you can 
see in Figure 9.25, you can further modify the edges of a mask. 

The Color Range... button opens the Color Range dialog, where 
you can use a Color Range selection to edit a mask. The Invert 
button inverts a pixel mask, but if you want to do the same thing 
with a vector mask you can do so by selecting a vector path outline 
and switching the path mode (see page 574). At the bottom of 
the panei there are buttons for loading a selection from the mask, 
applying a mask (which deletes the mask and applies it to the 
pixels) plus a Delete Mask button. 



Add pixel mask/ 
Select pixel mask 


Current mask 
preview 


Load selection Apply Disable/ 
from mask mask enable mask 


Properties 
panei options 


Add vector mask/ 
Select vector mask 

Density slider 

Feather slider 

Goto Refine Edge 
Goto Color Range 
Invert pixel mask 

Delete mask 


Figure 9-24 The Properties panei Masks mode contrais. 
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Refine Edge command 

The Refine Edge command is available foremostly as a Select 
menu item (£§^90 for modifying selections. 

The dialog says ‘Refine Edge’ when editing a selection, but if 
you are preparing a selection in order to create a mask, it makes 
more sense to use the Refine Edge command when you are 
working on an active layer mask. You can do this by clicking on 
the Mask Edge... button in the Properties panei Masks mode, or 
by using the above keyboard shortcut. Whichever method you 
choose the Controls are exactly the same, except the dialog is 
called ‘Refine Mask’ when editing a layer mask. The Refine Edge 
Controls offer everything you need to modify a selection or layer 
mask edge. In Photoshop CS5 or later the dialog not only looks 
different, but features two new innovations. Firstly, it includes a 
Truer Edge™ algorithm to enable complex outline masking, and 
secondly, it features output mask refinements for removing color 
contamination from a masked layer. 


Refine Edge is a one-way process 

Unlike the Properties panei Masks mode 
contrais, once a Refine Edge adjustment 
has been applied it is non-editable after 
you click OK. Therefore, you may want to 
take the precaution of preserving important 
mask outlines as saved channels before 
using Refine Edge to modify a selection 
or mask. In any case, the Output options 
shown in Figure 9.25 belowallowyou 
to output a modified selection/mask in 
different ways, such as a new layer with a 
layer mask, or a new document even. With 
this in mind, you may also want to use 
the properties panei Masks mode Feather 
slider (which can be re-edited) as a primary 
means for feathering a mask outline. 
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Figure 9.25 The Refine Edge dialog. 


501 


























































Martin Evening 


Adobe Photoshop CS6 for Photographers 




Refine Ldge 


a 

«5 

H 


Vkw Mode 

View: 


^ Shw lUdLUJ 
f 

Q Show Original (P5 


Edge DftKtkin 


O 5mart Radius 
Radiui: Cm ■— 


Adjust Edge 

smofftfi. <r-■ [íã 

Feather; [p r 5 [ pm 

Contra?: —=ú 


■O 


Stíift Edge. 


Q Dc-cor-taminatt CoIíhs 


ÜUfpút To Setertlon, 


O Rememtrer Setlingi 


( Canal ) £ QK j 


Refine Ldge 


O 

H 


C Sho^ftr (Í4dl Ui (ff 
Sim» Originai |P) 


Edge Detecliwi 


O Smart Radius 

Radius: Çj - - l 


ContrasE 


1“ _J* 
l-» ; I * 


G Oecenuinlrujte tala rs 


Adjust Edge 

sm&Mft. -õ-■ [íã 

Fetthen C l |0-5 lp* 


GutpuE Td: Sektllon- 


3 


j ItememtMr SetlJngs 

( Carieel ; ( OK ) 


Figure 9,26 This shows examples of how the Radius and original image view modes 
might be used. Here you can see an image that has been masked using the On White mask 
view mode. On the leftyou can see how the masked image looks using the current Refine 
Edge settings. In the middle is the preview with the Show Radius (O) option checked. 
This displays the refine edge boundary only. On the right is the preview with the Show 
Original (Q) option checked. This allows you to view the masked image and compare the 
original version againstthe refine edge masked version (left). 


502 

















































































































Chapter 9 


Layers, selections and masking 


View modes 

When you first select Refine Edge, the initial view mode shows the 
layer masked against a white background, which isn’t so helpful 
when editing a layer mask, but you can easily switch to the On 
Layers view by pressing O and once you have done this I suggest 
you click on the Remember Settings button at the bottom of the 
Refine Edge dialog to keep this as the new default setting. Without 
adjusting anything, click OK to close the dialog. You’11 then see the 
On Layers appear by default the next time you open Refine Edge. 

In the subsequent tutorial (on pages 508-513) I suggest you 
do all your main Refine Edge adjustments using the ‘On Layers’ 
preview mode since this allows you to preview the adjustments you 
make in relation to the rest of the image. This and the other modes 
can be accessed from the pop-up menu shown in Figure 9.25 and 
you TI notice the keyboard shortcuts are also listed here that allow 
you to quickly switch between view modes. Next to the View menu 
in the View Mode section, the Show Radius option (®) displays 
the selection border only for where the edge refinement occurs, 
while Show Original (Q) allows you to quickly display the image 
without a selection preview (see Figure 9.26 for more details). 

Edge detection 

The Edge Detection section gives you some control over how 
the Truer Edge™ algorithm processing is used to refine the edge 
boundaries. This essentially analyzes the border edges in the 
image and calculates the most appropriate mask opacities to use, 
primarily according to the Radius setting you have applied. What 
you want to do here is to adjust the Radius setting to what is most 
appropriate for the type of image you are masking. If the edges to 
be masked are mostly fine, sharp edges, then a low Radius setting 
will work best. For example, a Radius of 1 pixel would be suitable 
for a selection that contained a lot of fine edges such as a wire 
fence. If the edges you wish to mask are soft and fuzzy, then a 
wider Radius setting will be most appropriate and it is suggested 
that you should aim to set the Radius here as wide as you can get 
away with. 

Since a photographic image is most likely going to contain a 
mixture of sharp and soft edges, this is where the refine radius tool 
(^) comes in. This can be used to extend the areas of the edge to 
be refined. So if you have chosen a narrow Radius setting, which 



Figure 9,27 You need a narrow thickness 
edge to refine sharp mask edges and a wider 
thickness to refine soft, wide mask edges. 

Here you can see the refine radius tool used at 
different thicknesses to manually edit a mask. 
You can set a narrow or wide Radius in the 
Refine Edge dialog and use the refine radius 
brush to modify that edge. Note that the edit 
brush work shows up as a green overlay in the 
Reveal Layer view mode. 



Figure 9-28 This shows the erase 
refinements tool in use, which shows up as a 
red overlay when applied in the Reveal Layer 
view mode. 
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Figure 9-29 This shows the Output To 
menu options for the Refine Edge dialog. 


would be appropriate for refining narrow edges, you can paint 
with the above tool using a wider brush diameter to paint over the 
softer edges and thereby apply the most suitable edge refinement 
algorithm along those sections of the border edge. In use, you 
select the brush and adjust the cursor size, using the square bracket 
keys (O O) to determine what size brush you need to work with. 
Once you have done this you can click and drag to paint along 
the edges to be refined (see Figure 9.27). Bear in mind here that 
after each brush stroke, Photoshop needs to recalculate a new edge 
outline using the new Truer Edge algorithm and this may take a 
few seconds to complete, during which time you won’t be able to 
edit the edge any further. It may seem a little off-putting at first, but 
I assure you that the time delay you may experience here is nothing 
compared to the amount of time you are able to save through the 
use of this automated masking process. Holding down the ^9 H1 
key switches from the refine radius tool to the erase refinements 
tool (t<). Or, you can select this tool from the same tool menu as 
the refine radius tool, or use the key to toggle between the 

two tool modes. The erase refinements tool can be used to remove 
areas of the edge to be refined and basically undoes the refined 
radius mask editing. When working in the Reveal Layers mode, 
the refine radius painting shows as a green overlay and the erase 
refinement tool painting shows up as a red overlay (see Figures 
9.27 and 9.28). 

The Smart Radius option can often help improve the mask edge 
appearance, as it automatically adjusts the radius for the hard and 
soft edges found in the border transition area. With hair selections 
in particular, you should find it helps if you aim to set the Radius 
slider as high as you can and check the Smart Radius option. I have 
found that this combination usually produces the best hair mask. 


Adjust Edge section 

In the Adjust Edge section there are four sliders. The Smooth 
slider is designed to smooth out jagged selection edges but without 
rounding off the corners. The Feather slider uniformly softens the 
edges of the selection and produces a soft edged transition between 
the selection area and the surrounding pixels, while the Contrast 
slider can be used to make soft edges crisper and remove artifaets 
along the edges of a selection, which are typically caused when 
using a high Radius setting. When compositing photographic 
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elements you usually want the edges of a mask to maintain a 
certain degree of softness, so you don’t necessarily want to apply 
too much contrast to a mask here. Some images may need a high 
contrast, but you are usually better off relying on the Smart Radius 
option combined with the refine radius and erase refinements tools 
to refine such a selection/mask edge. 

If you want to achieve a more aggressive smoothing you 
can combine adjusting the Feather and Contrast sliders. Simply 
increase the Feather slider to blur the mask and then increase the 
Contrast to get back to the desired edge sharpness. 

The Shift Edge slider is like a choke control. It works on the 
mask a bit like the Maximum and Minimum filters in Photoshop. 
You can use this slider to adjust the size of the mask in both 
directions, making it shrink or expand till the mask fits correctly 
around the object you are masking. I usually find that the Shift 
Edge slider is the one I find the most useful for adjusting the 
selection/mask shape, followed by the Feather and Contrast sliders 
when I wish to refine the mask further. 

Refine Edge output 

Lastly, we have the Output section (Figure 9.29), which determines 
how the masked image layer blends with the image layers below it. 
This is a crucial component to successful masking, which can so 
often fail when the pixels around the outer edges of a mask (picked 
up from the original background) don’t match those of the new 
background. Whenever you need to successfully blend a masked 
image layer with the other layers in a new image you can check 
the Decontaminate Colors option. You can then adjust the Amount 
slider in order to remove any of the last remaining background 
colors that were present in the original photo (see Figure 9.30). 

The best advice here is to only dial in as much decontamination as 
is necessary in order to achieve the most detailed and smoothest- 
looking blend. 

The ‘Output To’ section allows you to output the refined 
selection in a variety of ways, either as a modified selection, as a 
layer mask, as a new layer with transparent pixels, as a new layer 
with a layer mask, or as a new document: either with transparent 
pixels or with a layer mask. 



Figure 9.30 Here you can see a close-up 
comparison between a Refine Edge edited 
masked layer (top) and below that, one where 
the Decontaminate Colors option was switched 
on to help improve the blend between the 
masked layer and the pixels in the layer below. 
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Quick selection brush settings 

The quick selection brush settings are the 
same as for the other paint tools, except 
adjusting the brush hardness and spacing 
won’t really have any impact on the way 
the quick selection tool works. If you are 
using a pressure sensitive tablet it is worth 
checking thatthe Pen Pressure option is 
selected in the Size menu, as this allows 
you to use pen pressure to adjust the size 
of the quick selection tool brush (see 
Figure 9.31 below). 

I & • v * * ru □ Sample AJI Uyers 

Size 1 90 px 

Hardness: | 100% 

Spacing |2SX 

Angte: |o* [ 

Roundness |1QQ% 


Size: | Pen Pressure i { 



Figure 9.31 This shows the quick selection 
tool brush settings where the Pen Pressure 
option has been selected from the Size menu. 
This links the quick selection tool cursor size 
to the amount of pen pressure applied. 


Working with the quick selection tool 

The quick selection tool is grouped with the magic wand in the 
Tools panei. It is a more sophisticated kind of selection tool 
compared with the magic wand and has some interesting smart 
Processing capabilities. Basically, you use the quick selection 
tool to make a selection based on tone and color by clicking or 
dragging with the tool to define the portion of the image that you 
wish to select. You can then keep clicking or dragging to add to 
a selection without needing to hold down the H key as you 
do so. You can then subtract from a quick selection by holding 
down the ^9 @fi key as you drag. What is clever about the quick 
selection tool is that it remembers all the successive strokes that 
you make and this provides stability to the selection as you add 
more strokes. So as you toggle between adding and subtracting, 
the quick selection temporarily Stores these stroke instructions to 
help determine which pixels are to be selected and which are not. 
The Auto-Enhance option in the Options bar can help reduce any 
roughness in the selection boundary, as it automatically applies the 
same kind of edge refinement as you can achieve manually in the 
Refine Edge dialog using the Radius, Smooth and Contrast sliders. 

Sometimes you may find it helps if you make an initial 
selection and then apply a succession of subtractive strokes to 
define the areas you don’t want to be included. You won’t see 
anything happen as you apply these blocking strokes, but when 
you go on to select the rest of the object with the quick selection 
tool, you should find that as you add to the selection, the blocking 
strokes you applied previously will help prevent leakage outside 
the area you wish to select. In fact, you might find it useful to 
start by adding the blocking strokes first, before you add to the 
selection. This aspect of quick selection behavior can help you 
select objects more successfully than was ever possible before with 
the magic wand. However, as you make successive additive strokes 
to add to a selection and then erase these areas from the selection, 
you TI have to work a lot harder going back and forth between 
adding and subtracting with the quick selection tool. In these 
situations it can be a good idea to clear the quick selection memory 
by using the ‘double Q trick’. If you press the @ key twice, this 
takes you from the selection mode to the Quick Mask mode and 
back to selection mode again. The stroke constraints will be gone 
and you can then add to or subtract from the selection more easily 
since you have now cleared the quick selection memory. 
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j (¥ ~ Qf * ^ 90 ] | \ [l Samplc Ail Layers ^ Auto-Enhance [ Refine Edge... 


I Dual dtsplay 2 



1 1n this example, I selected the quick 
selection tool, checked the Auto-Enhance edge 
option and dragged to make an initial selection 
of the flower. Then, with the ^3 03 
key held down, I dragged around the outer 
perimeter of the flower to define the areas that 
were notto be excluded from the selection. I 
then continued clicking and dragging to select 
more of the flower petals to fine-tune the 
selection edge. 



2 I clicked on the Refine Edge... button and selected the ‘On White’ mask option, which 
displayed the cut-out selection against a white background color. In the Edge Detection 
section I applied a 3 pixel Radius with the Smart Radius option checked. I also expanded 
the edge slightly, applying a +20% Shift Edge amount. 
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Combining a quick selection with Refine Edge 


I 


(¥ - Qf\ 


9 Q |*| | Qj Sample All Layers Auto Enhance | Refine Edge... | 


Dual display 2 


1 Here I wanted to demonstrate the capabilities 
of the new, revised Refine Edge/Refine 
Mask feature and show how, when used in 
conjunction with the quick masktool, you can 
use it to mask tricky outlines such as fine hair. 
To demonstrate howthis works, I have selected 
here a photograph that I took of my daughter, 
Angélica. This was a good example to work 
with since her blonde hair was strongly backlit 
by the sun. There was a reasonable amount of 
tone and color separation between her and the 
background scenery and it certainly helped 
that the background was slightly out of focus. 
Overall, the conditions were pretty favorable 
for making a cut-out mask. Having said 
that, there were a number of areas where the 
tones and colors between the subject and the 
background matched quite closely and these 
would present more of a challenge. 

To start with, I selected the quick selection 
tool from the Tools panei and applied a 
succession of brush strokes to select her 
outline. As is often the case, every now and 
then I had to hold down the ^3^9 key to 
switch to subtract mode in order to fine-tune 
the quick selection. There was no need for me 
to be too precise here, but it is usually helpful 
if you try to achieve the best quick selection 
you can. I then double-clicked the Background 
íayer to convert it to a normal layer and was 
readyforthe next step. 
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2 With the initial selection prepared, I clicked 
on the Add Layer Mask button in the Layers 
panei (circled) to add a layer mask based 
on the current selection. I then went to the 
Properties panei and clicked on the Mask 
Edge... button (or you could just go to the 
Select menu and choose Refine Edge...). This 
opened the Refine Mask dialog shown here, 
where to start with, I selected the ‘On Layers’ 
(O) preview option and started adjusting the 
sliders to achieve a better mask edge. With the 
Smart Radius option checked, I set the Radius 
to 20 pixels and Contrastto 25% to improve 
the mask border edge. I kept the Smooth value 
low and increased the Feathering to 1.3 pixels 
to keep the mask outline edges reasonably 
soft. 
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3 Now comes the clever part. I could tell 
from the current State of the layer mask that 
while the body outline was looking good, the 
biggest problem was (as always) howto most 
effectively mask the hair. In this screen shot 
the Refine Mask dialog was set to the Reveal 
Layer (Q) preview mode. Here, I selected 
the refine radiustool (circled) and started 
brushing overthe outline of the hair. There 
are a couple of things to point out here. By 
working in the Reveal Layer preview mode, 
you can see more accurately where you are 
brushing, as the green overlay allows you 
to see which areas have been selected. You 
won’t actually see the results of this masking 
refinementyet, but it helps using this preview 
mode in the initial stages. The second point 
is that the Refine Mask recalculates the mask 
edge after each single brush stroke, so you 
can’t expect to apply a quick succession of 
brush strokes to define the mask, instead you 
do so by applying one brush stroke at a time. 
You’ll also notice how Photoshop pauses 
for a few seconds while it carries out these 
calculations before it allows you to continue. 
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4 To refine the mask further, it was now best to 
revertto the ‘On Layers’ (Q) preview option, 
as this allowed me to preview the mask edges 
against a transparent backdrop. At this stage 
I continued to work with the refine radius tool 
to perfect the edges of the hair outline. One 
can use the Q @3 key to select the erase 
refinementstool (i<) and remove parts of 
the mask, but in this instance I found that the 
refine radius tool was the only one that was 
needed here. As in the previous step, you have 
to apply a brush stroke and then wait a few 
seconds for Photoshop to recalculate before 
applying any further brush strokes. I then 
adjusted the Shift Edge sliderto contract the 
mask edge slightly and make it shrink more to 
Angelica’s outline. 
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5 lt was all very well, looking atthe masked 
image against a transparent background, 
but the real challenge was howthe image 
previewed against backdrops of different color 
and lightness. To test this particular masked 
image, I selected the ‘On White’ (O) preview. 
By previewing the image against white I was 
able to get a better indication of how effective 
the mask was at separating the subject from 
the original background. As expected, I needed 
to checkthe Decontaminate Colors box in the 
Output section (circled) if the subject edges 
were to blend more convincingly with the 
white backdrop. As you can see, the mask was 
working quite well by this stage. However, I 
didn’t want to decontaminate the layer justyet, 
so I unchecked this option for now. 
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6 The real test though was how the masked 
layerwould lookwhen placed againsta 
different background image. In this final 
step I took an out-of-focus backdrop image 
and dragged it across to the main image, 
placing this as a new layer below the current 
layer. I then reselected the masked layer of 
Angélica, and making sure the layer mask 
was active I opened the Refine Mask once 
more. Now, since the mask edges had already 
been modified I did notwantto refine them 
any further, so I therefore set all the settings 
to zero. I did though want to now check the 
Decontaminate Colors option in the Output 
section at the bottom. I was now able to 
preview the masked layer against the final 
backdrop and could tell how much to adjust 
the Amount slider. When I was happy with the 
way things were looking, I clicked OKto apply 
this final modification to the mask with the 
‘New Layer with Layer Mask’ option selected 
in the Output To menu at the bottom of the 
dialog. 


Refine Mask 
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Ragged borders with the Refine Edge adjustment 

The Refine Edge command is primarily designed as a tool for 
improving edge masks. However, Adobe engineer Gregg Wilensky, 
who worked on the Refine Edge feature, discovered that Refine 
Edge can also be used to create interesting ragged-edge borders 
that look similar to those produced as part of a darkroom process. 

The main point to bear in mind here is that you primarily use 
the Radius slider to create the main effect and a wide Radius will 
usually work best with the Smart Radius option disabled. Basically, 
the rough edges you see are actually based on the content of the 
image itself so it is the image content that determines the outcome 
of the Refine Edge adjustment. The Feather, Contrast and Shift 
Edge adjustments can then be used to modify the main effect. 

In addition to this you can also select the refine radius tool and 
carefully paint along sections of the edge to further modify the 
border and generally roughen it up a little more. Above all you 
have to be patient as you do this and apply small brush strokes a 
little at a time, but the results you get can be pretty interesting. 



Smooth Selection 


II-1 ( ÕK > 

Sample Radius: 50 pixels .- v 

( Cancel > 



1 The first step was to make a copy of the background layer and fill the original 
background layer with a solid color, such as white. I then made a rectangular marquee 
selection, went to the Select menu and chose Modify o Smooth and applied an 
appropriate Sample Radius (in this case 50 Pixels). 
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2 I then went to the Select menu and chose Refine Edge... iEJÍQ(D 223(330) 
The main contrais I adjusted here were the Radius, to produce a wide border effect. The 
Contrast slider was used to ‘crispen’ the edges, Feather was used to smooth them slightly 
and a positive Shift Edge adjustment was used to expand the border edge. I also used the 
refine radius tool (circled) to manipulate some sections of the border to create a rougher 
border. In the Output To section I selected ‘Layer Mask’. This would automatically generate 
a pixel layer mask for the layer based on the current selection. 



3 Here you can see an alternative border effect in which I started with a rounded marquee 
selection thatwas closerto the edges of the photo. This time I filled the Background color 
with black and used a 25 pixel Radius, a higher Contrast and a softer Feather adjustment 
to create a tighter border edge. As in Step 2,1 also applied a few refine radius tool brush 
strokes to roughen the edge slightly. 
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1 This shows a photograph taken of a sailing 
ship mast against a deep blue sky. Obviously, 
it would be potentially quite tricky to create a 
cut-out mask of the complex rigging in this 
photo. One approach would be to analyze 
the individual RGB color channels and see if 
there was a way to blend these together using 
Calculations and create a new mask channel 
that could be used as a cut-out layer mask. 

A much easier way is to use the Color Range 
command. So to start with, I went to the Select 
menu and chose ‘Color Range...’ 



Color Range masking 

So far I have shown how to replace the background using the quick 
selection tool combined with Refine Edge/Refine Mask command. 
Lefs now look at how to create a cut-out mask of a more tricky 
subject where the quick selection tool would not be of much use. 
Advanced users might be tempted to use channel calculations 
to mask a picture like this. That could work, but you know, 
there is a much simpler way. Since Color Range was updated 
in Photoshop CS4, it can now be considered as an effective tool 
for creating mask selections that can be used when compositing 
images. In fact, I would say that the quick selection and Color 
Range adjustment are powerful tools that now offer relatively 
speedy (and sophisticated) methods of masking. 
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2 This opened the dialog shown below. With 
the standard eyedropper selected to begin 
with, I was able to simply click with the 
eyedropper anywhere in the image window to 
sample a color to mask with. In this instance I 
clicked in the blue sky areas to select the sky 
and checked the Invert box so that I was able 
to produce the inverted selection shown here. 
To create a more accurate selection, I checked 
the tocalized Color Clusters’ box and used the 
plus eyedropper (circled) to add to the Color 
Range selection. You can click or drag inside 
the image to add more colors to the selection 
and also use the minus eyedropper (or hold 
down the ^3^3 key) to subtract from a 
selection. The Fuzziness slider increases 
or decreases the number of pixels that are 
selected based on how similar the pixels are 
in color to thealready sampled pixels, while 
the Range slider determines which pixels are 
included based on how far in the distance they 
are from the already selected pixels. The Color 
Range preview is rather tiny, so you may find 
it helps to do what I did here, which was to 
select the Grayscale Selection Preview (circled 
in red) so that I could view the edited mask 
selection in the full-size image window. 
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3 Having completed the selection I clicked on 
the ‘Add layer mask’ button in the Layers panei 
to convert the active selection to a layer mask, 
which masked the Ship mast layer. I then wanted 
to blend the masked image with a photograph of 
a cloudy sky. This could be done by dragging 
the masked ship mast layer to the sky image, 
or as I did here, drag the sky image to the ship 
mast image and place it as a layer at the bottom 
of the layer stack. Shown here is the cloudy sky 
layer on itsown with the layer visibility for the 
masked Ship mast layer switched off. 



4Thisshowsa 1:1 close-up viewof the 
masked layer overlaying the sky layer with the 
Ship mast layer visibility switched back on 
and the Ship mast layer mask targeted. In the 
Properties panei there was no need to feather 
the mask. Instead, I clicked on the Mask Edge... 
button to open the Refine Mask... dialog. 
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5 This shows the finished composite image, 
in which I used the Refine Mask contrais to 
fine-tune the mask edges. As in the previous 
example, I selected the ‘On Layers’ view mode. 

I was then able to preview the Refine Mask 
adjustments on a layer maskthat actively 
masked the Ship mast layer. I didn’t have to do 
too much here. I disabled the edge detection 
by setting the Radius to 0 pixels, applied a 
Feather of 0.5 pixels and contracted the mask 
by-15%. I checked the Decontaminate Colors 
option and set the Amountsliderto 20%. This 
combination of sliders appeared to produce 
the best result using the new, revised Refine 
Edge/Refine Maskdialog. 
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Layer blending modes 

The layer blending modes allow you to control how the contents 
of a layer will blend with the layer or layers immediately below it. 
These same blend modes can also be used to control how the paint 
and fiU tools interact with an image (in Photoshop CS6 you can now 
alter the blend mode for multiple selected layers). I have already 
mentioned a few of the blend modes that I like to use when working 
in Photoshop, such as the Luminosity blend mode which can be used 
to blend adjustment layer adjustments by targeting the luminosity, 
but without affecting the color component of an image. Here is a 
summary of all the blend modes currently found in Photoshop when 
blending together the two images shown in Figure 9.32. 



Figure 9-32 The following pages illustrate all the different blending modes in Photoshop. In these examples, the photograph ofthe flowerswas 
added as a new layer above a gray textured Background layer and the layer settings recorded in the accompanying panei headerscreen shots. 



Normal 



This is the default mode. Changing the opacity simply fades the intensity of 
overlaying pixels by averaging the color pixels of the blend layer with the 
values of the composite pixels below (the opacity is set here to 80%). 



Dissolve 



I p Klnd i\ b € T U a 13 


I.PiHdre:|Qpadty:[^6 | - | 


Combines the blend layer with the base using a randomized pattern of 
pixels. No change occurs when the Dissolve blend mode is applied at 
100% opacity, but as the opacity is reduced, the diffusion becomes more 
apparent (the opacity is set here to 80%). 
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Darken 


■ 


Layers 

I p xjnd t| y © t n iS 8 

| | Parkcci ■= Opacity: | * j 



Looks at the base and blending pixel values and pixels are only applied if 
the blend pixel color is darkerthan the base pixel color value. 



Multiply 



Multiplies the base by the blend pixel values, always producing a darker 
color, except where the blend color is white. The effect is similar to viewing 
two transparency slides sandwiched together on a lightbox. 




Linear Burn 



The Linear Burn mode produces an even more pronounced darkening 
effect than Multiply or Color Burn. Note that the Linear Burn blending 
mode clips the darker pixel values and blending with white has no effect. 



Darker Color 



Darker color is similar to the Darken mode, except it works on all the 
channels instead of on a per-channel basis. When you blend two layers 
together only the darker pixels on the blend layer remain visible. 
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Lighten 
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Lighicn _ij OpaE<ty. : ’ ) 


Looks at the base and blending colors and color is only applied if the blend 
color is lighter than the base color. 



Screen 



Multiplies the inverse of the blend and base pixel values togetherto always 
make a lighter color, except where the blend color is black. The effect is 
similar to printing with two negatives sandwiched together in the enlarger. 



Color Dodge 
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[ Calce Dodge i Opacity. [frçx | * j 


Brightens the image using the blend color. The brighter the color, the more 
pronounced the result. Blending with black has no effect (the opacity is set 
here to 80%). 



Linear Dodge (Add) 



r 

F 

Ü 



This blending mode does the opposite of the Linear Burn tool. It produces 
a stronger lightening effect than Screen or Lighten, but clips the lighter 
pixel values. Blending with black has no effect. 



Lighter Color 


Lighter color is similar to the Lighten mode, except it works on all the 
channels instead of on a per-channel basis. When you blend two layers 
together only the lighter pixels on the blend layerwill remain visible. 
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Overlay 



The Overlay blending mode superimposes the blend image 
on the base (multiplying orscreening the colors depending on the base color) 
whilst preserving the highlights and shadows of the base color. Blending 
with 50% gray has no effect. 



Soft Light 



Darkens or lightens the colors depending on the base color. Soft Light 
produces a more gentle effect than the Overlay mode. Blending with 50% 
gray has no effect. 



Hard Light 



Multiplies or screens the colors depending on the base color. Hard Light 
produces a more pronounced effect than the Overlay mode. Blending with 
50% gray has no effect. 



Vivid Light 



Applies a Color Dodge or Color Burn blending mode, depending on the 
base color. Vivid Light produces a stronger effect than Hard Light mode. 
Blending with 50% gray has no effect. 



1 PXJnd t| H © T n ã i 

Linear Light 1 1 umarught -\[tõcsi -1 

Applies a Linear Dodge or Linear Burn blending mode, depending on the 
base color. Linear Light produces a slightly stronger effect than the Vivid 
Light mode. Blending with 50% gray has no effect. 
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Pin Light 
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Applies a Lighten blend mode to the lighter colors and a Darken blend 
mode to the darker colors. Pin Light produces a stronger effect than Soft 
Light mode. Blending with 50% gray has no effect. 



Hard Mix 
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I Hard Hãn i j [ LQÇiX, | ) 


Produces a posterized image consisting of up to eight colors: red, green, 
blue, cyan, magenta, yellow, black and white. The blend color is a product 
of the base color and the luminosity of the blend layer. 



Difference 
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Subtracts either the base color from the blending color or the blending color 
from the base, depending on whichever has the highest brightness value. 

In visual terms, a 100% white blend value inverts the base layer completely 
(i.e. turns to a negative). A black value has no effect and values in between 
partially invertthe base layer. Duplicating a Background layer and applying 
Difference at 100% produces a black image. Difference is often used to 
detect differences between two near-identical layers in exact register. 



Exclusion 



A slightly muted variant of the Difference blending mode. Blending with 
white inverts the base image. 



Subtract 



| P And =] 0 © T D ã y 


| Subtract i ij Opacity; fnjQK,| *) 


This simply subtracts the pixel values of the target layer from the base 
layer. Where the result ends up being a negative value it is displayed as 
black. 
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This example doesrVt really showyou anything useful, but the Divide blend 
mode does have useful applications such as when carrying out a flat field 
calibration (see the book website for more details of how this blend mode 
can be used). 



■ 

W 




Preserves the luminance and saturation of the base image, replacing with 
thehue ofthe blending pixels. 



Saturation 



Preserves the luminance and hue of the base image, replacing with the 
saturation of the blending pixels. 




Preserves the luminance values of the base image, replacing the hue and 
saturation values of the blending pixels. Color mode is particularly suited 
for hand-coloring photographs. 



Luminosity 



Preserves the hue and saturation of the base image while applying the 
luminance of the blending pixels. 
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Advanced blending badge 

In Photoshop CS6, if you open the 
Layer Style dialog to edit the Advanced 
Blending options for a layer or layer group, 
the badge shown below in Figure 9.33 
indicates that the layer or layer group has 
modified advanced blend mode settings. 



Figure 9.33 This badge (circled) indicates 
that the layer has additional layer blending 
properties. 



Advanced Blending options 

Layer groups allow you to group a number of layers together such 
that the layers contained within a layer group behave like a single 
layer. In Tass Through’ blending mode the layer blending passes 
through the layer group and the interaction is no different than if 
the individual layers were in a normal layer stack. However, when 
you select any of the other blending mode options for a layer 
group, the blending results are equivalent to what would happen if 
you chose to merge all the layers in the current group into a single 
layer and then adjusted the blending mode for the merged layer. 

Knockout options 

In the Layer Style Advance Blending section, the Knockout 
blending options (see Step 2 on page 527) allow you to force 
a layer to punch through some or all of the layers beneath it. A 
‘Shallow’ knockout punches through to the bottom of the layer 
group only, while a ‘Deep’ knockout punches through to just above 
the Background layer. 

Blend Interior effects 

Layer styles are normally applied independently of the layer 
blending mode. However, when you check the ‘Blend Interior 
Effects as Group’ box, such effects take on the blending 
characteristics of the selected layer. 



1 The four letter layers shown here are grouped together in a layer group (you can download 
this image from the book website). Layer A uses the Multiply blending mode; B uses 
Overlay; C uses Difference; and D uses the Screen blending mode. The default blending 
mode of the entire layer group is Pass Through. This means the layers in the layer group 
blend with the layers below the same as they would if they were in a normal layer stack. 
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2 lf you select ‘Layer D’ and double-click the layer to open the Layer Style dialog, you 
can alter the Advanced Blending options. The Knockout options (circled) allowyou to 
‘punch through’ the layers. A ‘Shallow’ knockout punches through the three layers below 
it to just above the layer or layer group immediately below. A ‘Deep’ knockout will make 
the Layer D punch through all the layers below it, straight down to the Background layer. 
In this example, Layer D uses the Deep Knockout blend and appears as it would if it were 
positioned directly above the Background layer. 



3 The default layer group blend mode is Pass Through. If you now change the layer group 
blending mode to anything else, the layers within the group will blend with each other as 
before, but not interact with the layers underneath as they did in Pass Through mode. When 
the layer group blend mode is changed to Normal (shown circled), the group layers appear as 
they would if the Background and fern layer visibility were switched off. 
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Photomerge layout options 
Auto 

In most cases I suggest you use the Auto 
option first to see what it does before 
considering the alternative layout options. 
Very often, Auto will produce the best 
result. 

Perspective 

The Perspective layout can produce good 
results when the processed photos are 
shot using a moderate wide angle lens or 
longer, but can otherwise produce rather 
distorted, exaggerated composites. 
Cylindrical 

The Cylindrical layout ensures photos are 
aligned correctly to the horizontal axis. 
This is useful for keeping the horizon 
line straight when processing a series 
of photos that make up an elongated 
panorama. 

Spherical 

This can transform and warp the individual 
photos in both horizontal and vertical 
directions. This layout option is more 
adaptable when it comes to aligning tricky 
panoramic image sequences. 

Collage 

This positions the photos in a Photomerge 
layout without transforming the individual 
layers, but does rotate them to achieve the 
best fit. 

Reposition 

The Reposition layout simply repositions 
the photos in the Photomerge layout, 
without rotatingthem. 


Creating panoramas with Photomerge 

The Photomerge feature allows you to stitch individual photos 
together to build a panorama image and is now much simpler to 
work with. This is because since CS4, the Photomerge alignment 
and blending have been improved to the point where the interactive 
dialog is no longer necessary. In fact, in the majority of cases 
the Auto layout option is all you will need to get good-looking 
panoramas. 

There are two ways to generate a Photomerge image. You 
can go to the File o Automate menu in Photoshop and choose 
Photomerge... This opens the dialog shown in Step 2, where 
you can click on the Browse. .. button to select individual files to 
process. If you have images already open in Photoshop, then click 
on the ‘Add Open Files’ button to add these as the source files. 
Alternatively, you can use Bridge to navigate to the photos you 
wish to process and open Photomerge via the Tools o Photoshop 
submenu. 

To get the best Photomerge results, you need to work from 
photographs where there is a significant overlap between each 
exposure. You should typically aim for at least a 25% overlap 
between each exposure and overlap the photos even more if you 
are using a wide angle lens. For example, Photomerge is even 
optimized to work with fisheye lenses, providing Photoshop 
can access the lens profile data (see page 606), but with wide 
angle/fisheye lenses you should aim for maybe as much as a 70% 
overlap between frames. Here are the basic steps you would use. 



1 To create a Photomerge image, I started by selecting the ten photographs shown here in 
Bridge. I then went to the Tools menu in Bridge and chose Photoshop o Photomerge... 
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Blending options 

The ‘Blend Images Together’ option 
completes the Photomerge Processing 
because it adds layer masks to each of 
the Photomerged layers (see the Layers 
panei view in step 3). You can always 
choose not to run this option and select 
the Edit Auto-Blend Layers option later 
to achieve the same end result (see page 
533). Vignette Removal’ and ‘Geometric 
Distortion Correction’ are optional and can 
help improve the result of the final image 
blending, especially if you are merging 
photos that were shot using a wide angle 
lens. 


This opened the Photomerge dialog, where you’11 note that the ten selected images were 
automatically added as source files. Instead of using Auto, I selected the ‘Cylindrical’ layout 
option; I checked the three options at the bottom and clicked OK to proceed. 



3 In most cases, the Auto option is usually the best one to select, and as you can see here, 
it aligned the ten photos automatically, applied a blend step to blend the tones and colors 
between the layers, followed by an auto layer mask step in which the individual layers 
ended up being masked so that each part of the Photomerge image consisted of no more 
than one visible layer. 
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Expand Selecuon 


Expand 


( oit ) 

Cancel 


Fm 




4 Typically you’11 find that Photomerge panoramas will have missing gaps around the 
edges. It’s now quite easy to fill these in by using the Content-Aware Fill feature. I merged 
all the layers in Step 3 and made a magic wand selection of the outer, transparent pixels. I 
then went to the Select menu, chose Modify o Expand and entered an amount of 5 pixels. 


5 





5 I then went to the Edit menu and chose the Fill command, using the Content-Aware 
mode. This should successfully fill the selected area by sampling detail from the main 
image. As you can see, it did a very good job of filling in the sky areas. 
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6 I was fairly pleased with the Step 5 result. But there are always small details that need 
some improvement. To achieve the finished step shown here I did a number of extra things. 
To start with, I made a layer copy of the area containing the shadow of the camera on the 
tripod and used a combination of a custom selection and the Content-Aware Fill command 
to remove the shadow. 

I then added another layer to fine-tune the retouching. I then added a couple of Curves 
adjustment layers with layer masks filled with black: one to lighten and one to darken. I 
then painted on the layer masks with white to selectively dodge and burn the photo. 

I also added a Black & White adjustment layer to convert the image to black and white, 
using a custom conversion so that the rocks appeared light against a dark sky. Finally, I 
added a Color Balance layer to add a subtle sepia split toning effect. 

The otherthing I should mention here is that the images used to createthis composite 
were all captured using an 18 megapixel digital SLR. The final composite seen here was 
approximately 12,500x7,500 pixels in size. This was equivalentto a single, 93 megapixel 
capture. 
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1 1 began by going to Bridge and selected a 
group of photographs that had been shot at 
different points of focus. I then wentto the 
Tools menu and chose Photoshop o Load 
Files Into Photoshop Layers. 


Depth of field blending 

The Edit o Auto-Blend Layers command allows you to blend 
objects that were shot using different points of focus and blend 
them to produce a single image with optimal focus. 



2 This opened the four selected photos as a 
multi-layered image in Photoshop. With all the 
layers selected, I then went to the Edit menu, 
chose ‘Auto-Align Layers...’ and selected the 
Auto projection option. This aligned the layers 
as shown here. 
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Aulo-Blend Layers 


Slend Mfiíhod 
Q Panorama 



( OK ) 

( Cantei ^ 



3 The next step was to merge the layered 
photos together, which I did by going to 
the Edit menu again and this time I selected 
‘Auto-Blend layers...’ Here, I selected ‘Stack 
Images’ and made sure the ‘Seamless Tones 
and Colors’ option was checked. 


M Seamless Tones and Colors 



4 To get the best results it is important to 
carry out the Auto-Align step before you apply 
the Auto-Blend. As you can see, this last step 
carried out a pixel blending of the individual 
layers and added layer masks to each based 
on a calculation made of where the sharpest 
detail was on each layer. The success of this 
depth of field blending technique is also down 
to the care with which you shoot the original 
photographs. The more pictures you shoot, 
bracketed at different focal distances, the better 
the end resultwill be. 
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Figure 9.34 To color code a layer or layer 
selection, use a right mouse-click on a layer 
to access the contextuai menu shown here and 
select a color from the bottom of the menu (the 
contextuai menu varies depending on whether 
you clickthe layerthumbnail orjustthe layer). 


Working with multiple layers 

Layers have become an essential feature in Photoshop because they 
enable you to do all kinds of complex montage work, but as the 
layers features have evolved there has been an increasing need to 
manage them more efficiently. 

Color coding layers 

One way to manage your layers better is to color code them, which 
can be done by selecting a layer and use the contextuai menu 
shown in Figure 9.34 to pick the desired color labei to color code 
the layer. Note that in Photoshop CS6 you can now add and edit 
color labeis on multiple layers at once. 

Layer group management 

Multi-layered images can be unwieldy to navigate, especially 
when you have lots of layers placed one above the other. They 
can therefore be organized more efficiently if you place them into 
layer groups. Layer groups have a folder icon and the general idea 
is that you can place related layers together inside a layer group 
and the layer group can then be collapsed or expanded (the layer 
group icon in Photoshop CS6 now refiects this). Therefore, if you 
have lots of layers in an image, layer groups can make it easier to 
organize the layers and layer navigation is made simpler. 

If you click on the ‘Create a new group’ button in the Layers 
panei, this adds a new layer group above the current target layer, 
while Ji QHJ-clicking on the same button adds a layer group 
below the target layer and ^0-clicking opens the New Group 
from Layers dialog (see Figure 9.35). 

The Layer group visibility can be toggled by clicking on the 
layer group eye icon. It is also possible to adjust the opacity and 
blending mode of a layer group as if it were a single layer, while the 
subset of layers within the layer group itself can have individually 
set opacities and use different blending modes. You can also add 
a layer mask or vector mask to a layer group and use this to mask 
the layer group visibility, as you would with individual layers. To 
reposition a layer in a Layer group, click on the layer and drag it up 
or down within the layer stack. To move a layer into a layer group, 
drag it to the layer group icon or drag to an expanded layer group. 
To remove a layer from a layer group, just drag the layer above or 
below the group in the stack (see page 536). 
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Figure 9.35 When a Photoshop document ends up with this many layers, the layer stack 
can become difficultto m anage , but it is possibleto organize layers within layer groups. 

In thisexample, I used a@®-clickto selectthethree spotting layers nearthe bottom of 
the layer stack. I then wentto the Layers panei fly-out menu and chose ‘New Group from 
Layers...’ I entered a nameforthe newgroup and selected a red color to color code the 
layers within this group. Once I had done this, the visibility of all layers within this group 
could be switched on oroff via the layer group eyeball icon and the opacity of the group 
could be adjusted as if all the layers in the group were a single merged layer. 


New Group from Layers 


Mame Retouchmg worftj [ f OH ) 

Color fBftod 4^ ( Cantei ) 

Mode Pass T>ifOugh ^ Opacity ; WoT) % 


Client: Andrew Collinge Hair & Beauty. Hair by 
Andrew Collinge artistic team, Make-up: Liz 
Collinge. 


Nested group layer compatibility 

You can now have a layer group (or groups) nested within a layer 
group up to ten nested layer groups deep. As a consequence of this, 
if a CS5 image with more than five nested layer groups is opened 
in an earlier version of Photoshop, a warning dialog will be shown. 
In the case of Photoshop CS3 or CS4, you’11 see a ‘this document 
contains unknown data..warning where you can choose one of the 
two options mentioned in the side panei in order to open the image. 


Nested layer group warnings 

‘Flatten’ preserves the appearance of 
the document by reading the flattened 
composite data (provided Maximum 
Compatibility was switched on). The ‘Keep 
Layers’ option attempts to preserve all 
the layers but this may produce different- 
looking results. 
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Managing layers in a group 

The following steps help illustrate the workings of the layer group 
management discussed on the preceding pages. 
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1 Layers can be moved into a layer group 
by mousing down on a layer and dragging 
the layer into the desired layer group. 

Group layer shortcut 

Selected layers can be grouped together 
by choosing Layer o Group Layers, or by 
using the ISM9 t ^fel shortcut. You 
can also lock all layers inside a layer group 
via the Layers panei submenu. 


2 The same method can be used when 
you want to move a layer group to within 
another layer group. Mouse down and 
drag the group to another layer group. 


P Kind 


Pass Through c Opacity 100% | - | 

Lock: □ y ♦$* â m 1100%P I 

** 

* C Overlay grapWcs wk 

* ' ' Retouching attj&jnnem* 

7 \_/ Masiei icloucmng 

<v> 

I 

ups 

<s> 

[ 

^80 Face retouching 

<E> 

I 

Spotting 

<9> 

► CO Retouching adjustments 

<S> 

@ 

J Layer 0 

GO fx o © C3 a 5 A 


4 To remove a layer or layer group from a 
group, just drag it out of the layer group 
until you see a bold line appear on the 
divider above or below the layer group. 
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3 You can move multiple layers at once. 
Make a select, or ü§ layer 
selection of the layers you want to move 
and then drag them to the layer group. 
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5 Here is a view of the Layers panei with 
the Face retouching group now outside and 
above the Master retouching layer group. 
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Clipping masks 

Clipping masks can be used to mask the contents of a layer 
based on the transparency and opacity of the layer or layer group 
beneath it. So, if you have two or more layers that need to be 
masked identically, one way to do this is to apply a layer mask to 
the first layer and then use this to create a clipping mask for the 
layer or layers above it. Once a clipping mask has been applied, 
the upper layer or layers will appear indented in the Layers panei 
(Figure 9.36). You can alter the blend mode and opacity of the 
individual layers in a clipping group, but it is the transparency 
and opacity of the lower (masked) layer that determines the 
transparency and opacity of all the layers that are in the clipping 
mask group. 

The main advantage of using clipping masks is that whenever 
you have a number of layers that are required to share the same 
mask, you only need to apply a mask to the bottom-most layer. 
Then when you create a clipping mask, the layer (or layers) in the 
clipping mask group will all be linked to this same mask. So for 
example, if you edit the master mask, the edit changes you make 
are simultaneously applied to the layer (or layers) above it. 

Ways to create a clipping mask 

To create a clipping mask, select a single layer or make a MSMl 
selection of the layers you want to group together and choose 
Layer o Clipping Mask o Create. Alternatively, Q Hilk -cWck 
the border line between the layers. This action toggles creating and 
releasing the layers from a clipping mask group. Plus you can use 
the I keyboard shortcut to make the selected 

layer or layers form a clipping mask with the layer below. 

Whenever you add an adjustment layer you can create a 
clipping mask with the layer below by clicking on the Clipping 
Mask button in the Properties panei. This allows you to toggle 
quickly between a clipping mask and non-clipping State (see 
Figure 9.37). 

You can also create clipping masks at the same time as you add 
a new layer. In the example thafs shown on the next few pages, 
you can see how I KJ ^0-clicked the ‘Add New Adjustment 
Layer’ button, which opened the New Layer dialog. This allowed 
me to check the ‘Use Previous Layer to Create Clipping Mask’ 
option (the same thing applies when you ^9 @f|-click the ‘Add 
New Layer’ button). 



Figure 9-36 This shows an example of a 
clipping mask, where the Gradient Fill layer 
forms a clipping mask with the masked image 
layer beneath it. Note how the Gradient Fill 
layer in the clipping mask group appears 
indented in the layer stack. 



Figure 9-37 This shows the Clipping Mask 
button in the Properties panei that allows 
you to toggle between enabling and disabling 
a clipping mask with the layer beneath the 
adjustment layer. 
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Masking layers within a group 

I use clipping masks quite a lot, but there is also another way 
that you can achieve the same kind of result and that is to make 
a selection of two or more layers and place them into a masked 
layer group (choose Layer o Group Layers). With the layer group 
selected, click on the Add Layer Mask button in the Layers panei 
to add a layer mask to the group. If you now edit the layer mask for 
the layer group, you can simultaneously mask all the layer group 
contents. 


Clipping layers and adjustment layers 

The following steps show how clipping masks can be used to 
group a fill layer with an image layer and how you can group two 
adjustment layers together so that they form a clipping mask. 



1 This shows a composite image in which I had carried out most of the retouching on the 
face and added a layer containing a new backdrop image. In this instance, the mask allows 
the model image layer and retouching layers to showthrough from below. 
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2 In this next step I added a linear Gradient Fill layer with a solid peach color fading to 
transparency. As you can see, when adding this newfill layer I created a clipping mask 
with the backdrop image layer. One way to do this was to hold down the Q H key as 
I clicked on the ‘Add New Adjustment Layer’ button (circled). This opened the New Layer 
dialog shown here, where I checked ‘Use Previous Layer to Create Clipping Mask’. 



3 Lastly, I made a lasso selection of the model’s eyes and added a new Curves adjustment 
to lighten the eyes. I then did the same thing as in Step 2.1 held down the Q E3 key as 
I clicked on the Add New Adjustment Layer’ button and chose a Hue/Saturation adjustment. 
Again, I checked the ‘Use Previous Layer to Create Clipping Mask’ option. When I 
desaturated the reds in the Hue/Saturation layer, this adjustment was clipped to the same 
mask as the one used for the Curves adjustment. 



I*”"* S 1 sa © t n a 

1 Normal : Opacity: | LQQX [ - | 


Lock: „ é filt: |ioo»| 



* E $ 


Hue/Saturation 1 


I_I 



m 

Curves 1 

«> 

► CD Retouching 


LàJ 

Layer 0 

M /x. Q C. D Q i 





539 



























































































Martin Evening 


Adobe Photoshop CS6 for Photographers 


Multiple layer opacity adjustments 

lf you make a selection of layers, you 
can use the Opacity or Fill adjustment to 
adjust the values for all the layers in a layer 
selection. However, you need to be aware 
that a multiple layer selection opacity 
adjustment will override any adjustments 
that have already been made to individual 
layers. There are a few restrictions though. 
In the case of Layer groups you’11 only 
be allowed to make opacity changes 
and locked layers won’t allow changes 
for either Opacity or Fill. Where these 
restrictions apply in a layer selection, the 
most restrictive layer will determine which 
fields are available to edit. So if you try 
this out and it doesn’t appear to work, it 
may be because you may have a locked 
layer selected. 


Layer linking 

When working with two or more layers you can link them together 
by creating links via the Layers panei. Start by BKB0-elicking 
to select contiguous layers, or f»i ^0-clicking to select 
discontiguous layers. At this point you can move the selected 
layers, apply a transform, or make the layers form a new layer 
group. However, if you need to make the layer selection linking 
more permanent the layers can be formally linked together by 
clicking on the Link Layers button at the bottom of the Layers panei 
(Figure 9.38). When two or more layers are linked by layer selection 
or formal linking, any moves or transform operations are applied to 
the layers as if they were one. However, they still remain as separate 
layers, retaining their individual opacity and blending modes. To 
unlink, select the layer (or layers) and click on the Link button to 
turn the linking off. 

Selecting all layers 

You can also use the Eipifl fSIJlÊSn 1Q shortcut to select all 
layers (except a Background layer) and make them active. 



Figure 9.38 To link two or more selected layers, click on the Link button atthe bottom of 
the Layers panei (circled). 
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Layer selection using the move tool 

When the move tool is selected and the Auto-Select option is 
checked in the move tool options, you can auto-select layers (or 
layer groups) by clicking or dragging in the image (Figure 9.39), 
plus you can use the contextuai menu to auto-select specific layers 
(Figure 9.40). You can also use fciiiaM + right mouse- 

click to auto-select layers when the move, marquee, lasso or crop 
tools are selected. 


Auto-Select shortcut 

lf Auto-Select Layer is unchecked, you can 
toggle the behavior by holding down the 
Bü ® key as you click or drag using 
the move tool. 


- Group -- 

0 Auto-Se lect , i 'ir Show Transform Conifoilí |E ffl ^ ^ S ^ ~=T ^ ||| V 1 


I Dual tiupbvy 2 



Figure 9.39 When Auto-Select Layer is checked, you can marquee drag with the move 
tool from outside the document bounds to make a layer selection of all the layers within the 
marqueed area, but the move tool marquee must start from outside the document bounds, 
i.e. you must start from the canvas area and drag inwards. In the example shown here, 
the Auto-Select and Layer options were selected and only the layers that carne within the 
marquee selection were selected by this action. 
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Selecting Similar layers 

The Select Similar Layers option allows 
you to select layers that are of a similar 
kind, i.e. if a type layer is selected, the 
‘Select Similar Layers’ option will select all 
othertype layers in the document. 


Figure 9.40 When the move tool is selected, you can use the contextuai menu to select 
individual layers. Mouse down on the image using ^ right mouse-click to access the 
contextuai menu shown here and click to select a named layer. The contextuai menu will list 
all of the layer groups in the document that are immediately below the mouse cursor. If there 
are any layer groups, the layers within the layer group will appear indented in the list. 


541 



































































Martin Evening 


Adobe Photoshop CS6 for Photographers 


Layer mask linking 

Layer masks and vector masks are linked by default to the layer 
content and if you move a masked layer or transform the layer 
content, the mask is adjusted along with it (as long as no selection 
is active). When the Link button ($) is visible, you know the 
layer and layer mask are linked. It can sometimes be desirable to 
disable the link between the layer mask/vector mask and the layer 
it is masking. When you do this, movements or transforms can be 
applied to the layer or layer/vector mask separately. You can tell if 
the layer, layer mask or vector mask are selected, as a thin black 
dashed border surrounds the layer, layer mask or vector mask icon. 





1 This photograph contains a clouds layer that had been masked by the outline of the 
castle. The layer and layer mask are normally linked and here you can see a dashed border 
surrounding the layer mask, which meant that the layer mask was currently active. 



2 I then clicked on the link icon between the layer and the layer mask, which disabled the link 
between the mask and the layer. Now, when the layer was selected (note the dashed border 
around the layer thumbnail) I could move the sky layer independently of the layer mask. 


542 



























































Chapter 9 


Layers, selections and masking 


Layer locking 

The layer locking options can be found at the top of the Layers 
panei just below the blending mode options. Photoshop layers can 
be locked in a number of ways. To apply one of the locking criteria 
listed below, you need to first select a layer and then click on one 
of the Lock buttons. These have a toggle action, so to remove 
the locking, just click on the button again. Note that locking of 
multiple layers is now also permitted. 

Lock Transparent Pixels 

When Lock Transparent Pixels is enabled (Figure 9.41), any 
painting or editing you do is applied to the opaque portions of the 
layer only. Where the layer is transparent or semi-transparent, the 
levei of layer transparency will be preserved. 

Lock Image Pixels 

The Lock Image Pixels option (Figure 9.42) locks the pixels to 
prevent them from being edited (with, say, the brush tool or clone 
stamp). If you attempt to paint or edit a layer that has been locked 
in this way, you will see a prohibit warning sign. This lock mode 
does still allow you to move the layer contents though. 

Lock Layer Position 

The Lock Layer Position option (Figure 9.43) locks the layer 
position only. This means that while you can edit the layer 
contents, you won’t be able to accidentally knock the layer 
position with the move tool or apply a Transform command. 

Lock All 

You can select combinations of Lock Transparent Pixels, Lock 
Image Pixels, and Lock Layer Position, plus you can also check 
the Lock All option (Figure 9.44). When this option is selected, 
the layer position is locked, the contents cannot be edited and the 
opacity or blend modes cannot be altered. However, the layer can 
still be moved up or down the layer stack. 

The abo ve options mainly refer to image layers. With non-pixel 
layers you can only choose to lock the layer position or lock all. 
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Figure 9.41 This showsthe Layers 
panei with a Layer 1 image layer above the 
Background layer. Lock Transparent Pixels 
prevents you painting in the layer’s transparent 
areas. 



Figure 9.42 Lock Image Pixels prevents you 
accidentally painting on any part of the layer. 
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Figure 9.43 Lock Layer Position prevents 
the layer from being moved when you edit it. 



Figure 9.44 The Lock All box locks 
absolutely everything on the layer. 
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Figure 9.45 This shows the Layers panei 
for a multi-layered image and the filter layer 
options thatare available. 


Layer filtering 

New to Photoshop CS6 is the ability to filter layers via the Layers 
panei. Layer filtering can be used to determine what gets displayed 
within the Layers panei depending on the selected criteria. To filter 
the layers in an open document, select one of the filter options 
from the menu circled in Figure 9.45. Here, you can choose to 
filter the layers by Kind, Name, Effect, Mode, Attribute or Color. 
You TI notice there is also a switch in the top right of the Layers 
panei. This is colored red when a filter of any kind is active and 
you can click on the switch to toggle the layer filtering on or off. 

When the default Kind option is selected you can filter using 
the following criteria: pixel layers, adjustment layers, type layers, 
Vector layers, Movie layers or Smart Objects (see the examples 
shown in Figure 9.46). If you filter by ‘Name’ you can search 
for any layers that match whatever you type into the text box. 

So for example, in the bottom right example in Figure 9.46 I 
typed in ‘retouching’, which revealed all the layers with the word 
‘retouching’ in their layer names. It so happens you can also 
use the Select o Find Layers menu command 

I ÜH1Q) to carry out a layer filter search by ‘Name’. Also 
note that if you select the Name filter and don’t enter any text, no 
red light will show because nothing has been filtered here. 

Whenever a layer filter is active most normal layer functions 
will remain active. This means that you will still be able to edit 
layers, reorder or delete them. Layer filter settings arenT saved 
when you close a document, but the layer filtering settings 
do remain sticky for as long as a document remains open in 
Photoshop and any layer filters you apply will also be persistent for 
each individual document. Only one filter type can be active at a 
time, so it is currently not possible to apply multiple search criteria 
to the layers in an image. And, when filtering a new document, you 
will always encounter the normal default layer filtering State when 
filtering for the first time. 

Note that with the introduction of the layer filtering feature in 
Photoshop CS6, the ‘Similar Layers’ option has now been removed 
from the Select menu, but this item is still preserved in the move 
tool contextuai menu (see page 541). 
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Figure 9.46 Here are examples of some layer filter searches. Top left shows a filter 
search by ‘Kind’, searching for adjustment layers only. Top middle, a search by ‘Kind’ for 
Smart Objects only. Top right shows a search by ‘Mode’ to filter by the Lighten blending 
mode. Bottom left shows an ‘Attribute’ search for layers that are linked. Bottom middle 
shows a ‘Color’ search for layers that are colored yellow. Bottom right shows a ‘Name’ 
search for layers that include the word ‘retouching’. 
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Delete 
Create new 
layercomp 


Apply previous apply 
next layercomp 


Update layercomp 
Figure 9.47 The Layer Comps panei 


Layer Comps panei 

As you work on a layered file you may find yourself in a situation 
where you are not sure which combination of layer settings looks 
best, or you may wish to incorporate different treatments within the 
one image document. The Layer Comps panei (Figure 9.47) can 
prove useful, because among other things, you can use it to store 
saved layer settings that can be contained within the document. 

This means that you can experiment using different combinations 
of layer options and save these as individual layer comps. It is a 
bit like having the ability to save snapshots, except unlike history 
snapshots, layer comps are saved permanently with the file. You 
can save the current layer settings using the following criteria: 
you can choose whether to include the current layer visibility, the 
current position of the layer contents and lastly, whether to include 
the current Layer Style settings, such as the blend mode, opacity or 
other blending options. 

To save a layer comp setting, click on the ‘Create new layer 
comp’ button in the Layer Comps panei. This will open the 
dialog shown below in Figure 9.48. Here, you can give the new 
layer comp setting a name and select which attributes you wish 
to include. Once you have done this the new layer comp will be 
added to the Layer Comps panei list. 

If you go to the File O Scripts menu you’11 see that ‘Layer 
Comps to PDF’ has been added back to the submenu (joining 
the Layer Comps to Files... and Layer Comps to WPG... (Web 
Gallery) options. Note that the ‘Layer Comps to PDF’ option was 
previously removed in Photoshop CS4 and CS5, but has now been 
returned to Photoshop CS6). 



Figure 9.48 This shows the Layer Comps Options dialog. Here, you can see that I had 
justthe Visibility and Appearance (Layer Style) options checked. 
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1 This shows a master layered file for one of the banner images used in this book. As you 
can see, to produce the composite seen here, this image contains a variety of pixel and 
adjustment layers, which in turn use a number of different blending modes. 


2 





m 



J f y . " ^ 





2 As I experimented with different versions of this composite, I saved each as a separate 
layer comp State. So in the example shown here, I created a layer comp in which all the 
layers were made visible and with a Hard Light blend mode set for the uppermost layer. 
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Figure 9.49 The Image o Image Rotation 
submenu can be used to rotate or flip the 
entire image. 
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Figure 9.50 The Edit o Transform submenu 
can be used to transform or rotate individual 
layers or linked groups of layers. 


Transform commands 

You are given a range of options in the Image o Image Rotation 
submenu (Figure 9.49). These allow you to rotate or flip an image. 
For example, you can rotate an image 180°, which is useful where a 
photo has been scanned upside down. 

The Transform commands are all contained in the Edit o 
Transform menu (Figure 9.50) and these allow you to apply 
transformations to individual or linked groups of layers. There 
are three main ways you can apply a transform. You can select 
a layer or make a pixel selection that you wish to transform and 
choose either Edit O Transform, or Edit o Free Transform. Also, 
whenever a layer plus one of the selection tools is selected, the 
Free Transform command is available via the contextuai menu (just 
gfll right mouse-click on a layer and select ‘Free Transform’). 

The other option is to check the Show Transform Controls box 
in the move tool Options bar (Figure 9.51). The main Transform 
commands include: Scale, Rotate, Skew, Distort and Perspective, 
and these can be applied singly or combined in a sequence 
before clicking íznm a . or double-clicking within the Transform 
bounding box to OK a transformation. The interpolation method 
to be used when calculating a transform can be selected from the 
Interpolation menu in the modal Transform Options bar. 

You can apply any number of tweaking adjustments before 
applying the actual transform and you can at any time use the undo 
command (fUS BB Bll to revert to the last defined transform 
preview setting. You can also adjust the transparency of a layer 
mid-transform. This means that you can modify the opacity of the 
layer as you transform it (this can help you align a transformed 
layer to the other layers in an image). 

Of all the transform options, the Free Transform is probably the 
more versatile and the one you will want to use most of the time. 
Choose Edit o Free Transform or use the IsÍQ gg/Q keyboard 
shortcut and modify the transformation using the keyboard Controls 
as indicated on the following pages. When you are in transform 
mode, the Options bar offers you precision Controls as well as the 
new Interpolation menu options. 


j^j - ^Auio-Seie» Uytr T|| H Sbo*Traniform Corunoti F ffr |q & ^ ^ S ^ ^ ||j v: u. |~Dual dupuyz 


' ure 9.51 The move tool Options bar also allows you to make the transform bounding 
boxvisible. 
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1 You can rotate, skew or distort an image in one go using the Edit 
o Free Transform command. The following steps showyou some 
of the modifier key commands that can be used to constrain a free 
transform adjustment. 



3 lf you hold down the ü§ S2 key as you click any of the handles 
of the bounding border, this allows you to perform a free distortion. 


2 You can place the cursor outside the bounding border and drag in 
any direction to rotate the image. If you hold down the key as 
you drag, this constrains the rotation to 15° increments. You can also 
move the center axis point to change the center of the rotation. 



4 lf you want to constrain the distortion symmetrically around the 
center point of the bounding box, hold down the ^3 0] key as 
you drag any handle. 
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5 To skew an image, hold down the ÉlHiS keys and 

drag one of the comer handles. 



6 To carry out a perspective distortion, hold down the 
I3BM keys in unison and drag on one 

of the comer handles. When you are happy with any of the new 
transform shapes described here, nress fÈfEl or hUMí or 
double-click within the transform envelope to apply the transform, 
Press if you wish to cancel. 


Improved transform rendering 

Previously, when applying a transform 
there might have been a slight lag as you 
dragged a handle. Thanks to the graphics 
Processing, the preview rendering is 
now much improved. Also, before when 
rotating an image 90° and where the 
pixel dimensions were an even number 
on one axis and odd on the other, the 
rotated version would be rendered poorly. 
In Photoshop CS6 this issue has been 
addressed so that image detail is now 
rendered betterwhen applying a 90° 
rotation (this is something you will only 
notice when editing small items such as 
boxes or buttons as part of a Web page 
design). 


Repeat Transforms 

After you have applied a transform to an image layer or image 
selection, you can get Photoshop to repeat the transform by going 
to the Edit menu and choosing: Transform o Again (the shortcut 
here is ÍüemQ This can be done to transform 

the same layer again, or you can use this command to identically 
transform the contents of a separate layer. I generally find the 
Transform Again command is most useful when I need to repeat 
a precise transform on two different layers. There is an example 
coming up on page 553-555 that shows a Creative application 
of the Free Transform command, where it was used to create a 
kaleidoscope pattern effect from a single image. 

Interpolation options 

The new Interpolation menu allows you to select one of the 
following options: Nearest Neighbor, Bilinear, Bicubic, Bicubic 
Sharper, Bicubic Smoother, or Bicubic Automatic. These are 
exactly the same as the General preferences options and remain 
sticky all the time you are working in Photoshop. 


550 






Chapter 9 


Layers, selections and masking 


Numeric Transforms 

When you select any of the Transform commands from the 
Edit menu, or check ‘Show Transform Controls’ in the move 
tool options, the Options bar displays the Numeric Transform 
commands shown below in Figure 9.52. The Numeric Transform 
options allow you to accurately define any transformation as 
well as choose where to position the centering reference point 
position. For example, the Numeric Transform can commonly be 
used to change the percentage scale of a layer. You just enter the 
scale percentages in the Width and Height boxes. If the Constrain 
Proportions link icon is switched off you can set the width and 
height independently. You can also change the central axis for the 
transformation by repositioning the white dot (circled) from it’s 
default center position. For example if you click in the top left 
corner you can have all transforms (including numeric transforms) 
default to rotating around the top left corner. 


Manually setting the transform axis 

In addition to the simplified Options bar 
icon for determining the transform axis, 
you can place the transform bounding box 
center axis point anywhere you like by 
simply dragging it. 



Figure 9-52 This shows the move tool Options bar in Transform mode. The same 
Options bar contrais are seen when a selection is active and you choose Select o 
Transform Selection. 


Transforming selections and paths 

You can also apply transforms to Photoshop selections and vector 
paths. For example, whenever you have a pen path active, the 
Edit menu switches to Transform Path mode. You can then use 
the Transform Path commands to manipulate a completed path 
or a group of selected path points (the path does not have to 
be closed). You just have to remember that you can’t execute a 
regular transform on an image layer (or layers) until after you have 
deselected any active paths. 

To transform a selection, choose Select o Transform Selection 
(note, if you choose Edit O Transform, this transforms the 
selection contents). Transform Selection works just like the Edit 
o Free Transform command. You can use the exact same modifier 
key combinations to scale, rotate and distort the selection outline. 
Or, you can use right mouse-click to call up the contextuai 
menu of transform options. 


Expand/Contract selections 

The Select o Modify menu contains 
Expand... and Contract... menu options. 
These allow you to expand or contract a 
selection. One of the downsides of using 
this approach is that when you enlarge a 
rectangular selection in this way, you’11 end 
up with rounded corners. If instead you 
use the Transform selection method, you 
will be able to preserve the Sharp corners 
of a rectangular selection. 
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Arrange, Align and Distribute shortcuts 

Note here that all the Layer menu and 
Layers panei shortcuts are listed in a 
separate appendix which is available from 
the book website as a PDF document. 
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Figure 9-53 The Layer 
submenu. 
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Figure 9-54 The Layer o Align submenu. 


Transforms and alignment 

When you have more than one layer in an image, the layer order 
can be changed via the Layer O Arrange submenu (Figure 9.53), 
which can be used to bring a layer forward or send it further back 
in the layer stacking order, plus you can also use the following 
keyboard shortcuts. Use lüQ tSBkt 1 to bring a layer forward 
and I5HP 1° send a layer backward. Use lÜEMfl 

1° bring a layer to the front and 
fMlãmà ti to send a layer to the back. 

If two or more layers are linked, these can be aligned in various 
ways via the Layer o Align menu (Figure 9.54). To use this 
feature, first make sure the layers you want to align are selected, 
are linked together, or are in a layer group. The Align commands 
can then be used to align the linked layers using the different rules 
shown in the submenu list, i.e. you can align to the Top Edges, 
Vertical Centers, Bottom Edges, Left Edges, Horizontal Centers or 
Right Edges, and the alignment will be based on whichever is the 
top-most or left-most layer etc. There is also a Distribute submenu, 
which contains an identical list of options to the Align menu, but is 
only accessible if you have three or more layers selected, linked, or 
in a layer group. The Distribute commands allow you to distribute 
layer elements evenly based on either the Top, Vertical Centers, 
Bottom, Left, Horizontal Centers or Right edges. So for example, 
if you had three or more linked layer elements and you wanted 
them to be evenly spread apart horizontally and you also wanted 
the distance between the midpoints of each layer element to be 
equidistant, you would select all the layers and choose Layer o 
Distribute O Horizontal Centers. 

Rather than use the Layer menu options you can also click 
on the Align and Distribute buttons in the move tool Options bar 
(Figure 9.55). Generally, I would say the Align and Distribute 
features are perhaps more useful for graphic designers, where 
they might need to precisely align image or text layer objects in a 
Photoshop layout. 
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Figure 9-55 This shows the move tool Options bar in alignment/distribution mode. 

Note that the alignment options (shaded blue) will only become available when two or more 
layers are selected and the distribution options (shaded green) are only available when three 
or more layers are selected. Shaded in red is the Auto-Align Layers button. Clicking this is 
the same as choosing: Edit o Auto-Align Layers when two or more layers are selected. 
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1 The following steps show how I created a kaleidoscope image from a single shoe image 
that was cut out using a vector mask (see pages 570-576). 



Smart Objects 

I chose here to convert the shoe layer to a 
Smart Object because doing so preserved 
the original shoe image each time I rotated 
it. This meant that after copying and 
rotating the shoe six times, the final shoe 
image contained as much detail as the first. 
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2 I dragged and placed this layer in a new image document, with the layer aligned to the 
guides shown here. I then converted the layer to a Smart Object (I did this by going to the 
Layers panei fly-out menu and chose ‘Convert to Smart Object’). 


Close 

Close Tab Group 


Photograph by Davis Cairns. Client: Red or Dead. 
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3 I duplicated the Smart Object layer by dragging it to the New Layer button in the Layers 
panei. I then selected ‘Free Transform’ from the Edit menu and positioned the central axis 
point on the point where the two guides crossed and dragged outside the bounding box to 
rotate the layer. I held down the key as I did this to constrain the rotation to 4 x 15° 
increments (i.e. I rotated it 60°). 



4 1 repeated this exercisefour more times until I ended up with the kaleidoscope patter n 
imag e show n here. You could also apply such Repeat Transforms using the fíl^M l 
keyboard shortcutto speed up this process. Unfortunately, Repeat 
Transform only works with rasterized layers and not Smart Objects. 
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5 1 then clicked on the ‘Add New Adj ustment/Fi 11" button in the Layers panei (circled), to 
add a radial Gradient Fill layerjustabovethe Background layer using the colorsshown 
here. 
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6 Lastly, just for fun, I selected all the shoe layers and clicked on the Align Bottom Edges 
button in the move tool Options bar (circled). This aligned all the shoe layers to the layer 
with the bottom-most edge. 
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Warp transforms 

When the Warp transform first appeared in Photoshop it provided 
a perfect solution for all those Photoshop users who had longed 
for a means to carry out direct, on-canvas image warping. The 
Warp transform is therefore more like an extension of the Free 
Transform. All you have to do is to select the Free Transform 
option from the Edit menu and then click on the Transform/ 

Warp mode button (circled in Figure 9.56) to toggle between 
the Free Transform and Warp modes. The beauty of this is that 
you can combine a free transform and warp distortion in a single 
pixel transformation. It has to be said that the magic of the Warp 
transform has been somewhat superseded by the Puppet Warp 
adjustment, but it is still nonetheless a useful tool. 

When the Warp option is selected you can control the shape of 
the warp bounding box using the bezier handles at each corner. The 
box itself contains a 3 x 3 mesh and you can click in any of the nine 
warp sectors, and drag with the mouse to fine-tune the warp shape. 
What is also great about the Warp transform is the way that you can 
make a warp overlap on itself (as shown on the page opposite). 

You can only apply Warp transforms to a single layer at a time, 
but if you combine layers into a Smart Object, you can apply non- 
destructive distortions to multiple layers at once. For more about 
working with Smart Objects see pages 566-569. 

Warp transforms are better suited for editing large areas of 
a picture where the Liquify filter is less able to match the fluid 
distortion Controls of the Warp transform. For example, the Warp 
transform can used on fashion photographs to change the shape 
of a portion of the image. However, as I just mentioned, the new 
Puppet Warp (see pages 558-563) is now also worth considering 
as an ideal tool for this type of image manipulation work. 
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Figure 9-56 To apply a Warp transform you need to select a layer or an image selection 
and choose Edit o Transform o Warp. Alternatively, choose Edit o Free Transform 
(füP (3Si O) and in the Options bar click on the Transform/Warp mode selection 
button (circled). Once this is selected, you will be in the default Custom warp mode, but 
you can also select from any of the presetwarp mode options that are listed in the Warp 
menu on the left. When you select one of these preset options, you can adjust the warp 
settings using the Options bar contrais. These allow you to control the Bend, the horizontal 
percentage distortion and vertical percentage distortion. 
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1 1n this example I took a photograph of a US flag, separated out 
the flag from the flag pole on a separate layer and placed both these 
elements as individual layers above a separate sky backdrop and 
converted the Flag layer to a Smart Object. 
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2 1 then went to the Edit menu and selected Edit o Transform o 
Warp. The default option is the ‘Custom’ mode, where I had access to 
the bezier control handles at the four corners of the warp bounding 
box. These could be adjusted in the same way as you would 
manipulate a pen path to control the outer shape of the warp. Here, I 
was able to drag the corner handles and click inside any of the nine 
sectors and drag with the mouse to manipulate the flag layer, just as 
if I were stretching the image on a rubber canvas. You’11 note how I 
was even able to adjust the warp so that the flag twisted in on itself to 
reveal the reverse side of the flag 

3 In Step 2 the warp preview in the bottom right corner had the sky 
area included with the warp. This is just how the preview is rendered 
when warping an image. You can see here how once the warp had 
been applied, the warped image appears as expected. Because the 
Flag layer remained as a Smart Object I could still continue to non- 
destructively edit the Flag layer. 
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Including soft edges 

The PuppetWarp mesh is mostly applied 
to all of the selected layer contents, 
including the semi-transparent edges, 
even if only as little as 20% of the edge 
boundary is selected. And if this fails to 
include all the desired edge content you 
can always adjust the Expansion setting to 
include more of the layer edges. 

Better performance 

Improved GPU performance in Photoshop 
CS6 means that you should find the 
Puppet Warp feature (as well as when 
applying transforms) should nowfeel 
smoother and faster. 


Puppet Warp 

The Puppet Warp is available from the Edit menu whenever you 
are editing a normal, non-background layer in Photoshop. This 
is a truly outstanding feature for anyone who uses Photoshop for 
retouching work. While the Liquify filter and Warp transform 
are great, the main benefits of working with the Puppet Warp 
tool are that the warp response feels that much more intuitive 
and responsive. As you edit the pins, the other elements of the 
photograph appear to warp in a way that can help the warping 
effect look more natural. The other advantage is that you can edit 
the layers directly in Photoshop without having to do so via a 
modal dialog. Or rather it seems to be non-modal whereas in fact 
the Puppet tool is really still modal - it’s just that you are able to 
work on a layer directly rather than via a dialog interface (as would 
be the case with Liquify). 

The only way to truly appreciate Puppet Warp is to watch 
a movie demo, such as the one on the book’s website, or better 
still, try it out for yourself. The Puppet Warp tool Options bar 
(Figure 9.57) offers three modes of operation. The Normal mode 
applies a standard amount of flexibility to the warp movement 
between the individual pins, while the Rigid mode is more stiff 
and good for bending things like hands. The Distort mode provides 
a highly elastic warp mode which can be good for warping wide 
angle photographs. The Puppet Warp function is based on an 
underlying triangular mesh. The default Density setting is set to 
Normal, which is the best one to choose in most instances. The 
‘More points’ allows for more precise warping control but at 
the expense of speed since the processing calculations are more 
intense. A ‘Fewer Points’ setting will allow you to work faster, but 
you may also get unpredictable or unusual warp results. There is 
also a Show Mesh option that allows you to show or hide the mesh 
visibility. 

The next thing to do is to add some pins to the mesh. These 
can be applied any where, but it is important that you add at least 
three pins before you start manipulating the layer, since the more 


Rigidity mode Mesh density 
options options 


Expansion Pin depth 

control Show mesh options 


Set pin Remove all 

rotation pins button 
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Figure 9.57 The PuppetWarp Options bar. 
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pins you add, the more control you TI have over the Puppet Warp 
editing. The thing to bear in mind here is that as you move a pin, 
other parts of the layer will move accordingly, and perhaps do so in 
ways that you hadn’t expected. This isn’t a bug, this is the Puppet 
Warp tool intelligently working out how best to distort the layer. 

As you add more pins to different parts of the layer you will find 
that you gain more control over the Puppet Warp distortions. The 
keyboard arrow keys can also be used to nudge the selected pin 
location, but if you make a mistake with the addition or placement 
of a pin you can always use the undo command (E§@ mH V 
or hold down the 1^^ @0 key to reveal the scissors cursor icon and 
click on a pin to delete it. Or, you can simply select a pin and hit 
the rareia key. In order to further tame the Puppet Warp behavior, 
you can use the Expansion setting to modify the area covered by 
the mesh, since this can have the effect of dampening down the 
Puppet Warp responsiveness. This can be considered essential if 
you want to achieve manageable distortions with the Puppet Warp. 
The default setting of 2 pixels allows for precise control over the 
warp distort movements, but this won’t help with every image. In 
the Puppet Warp example thafs shown over the next few pages I 
found it necessary to use a more expanded mesh, since without 
this the Puppet Warp distortions became rather unwieldy. This was 
especially noticeable when I tried setting the Expansion setting to 1 
pixel or less. If you find that your Puppet Warps feel uncontrolled, 
then try increasing the Expansion amount. 


Pin rotation 

The Rotate menu normally defaults to ‘Auto’. This rotates the 
mesh automatically around the pins based on the selected mode 
option. However, when a pin is selected you can hold down the 
Q Gíl key and hover the cursor over a pin, which reveals the 
rotation circle that also allows you to set the pin rotation manually 
(see Figure 9.58). Be careful though, because if you happen to ^9 
^0-click a pin, this will delete it. As you rotate a pin, the rotation 
value shows in the tool Options bar. This extra levei of control 
allows you to twist sections of an image around a (movable) pin 
point as well as alter the degree of twist between this and the other 
surrounding pins. In the case of the puppet image over the page it 
can give you better control over the angle of the strings. See also 
Figure 9.59, which shows you the pin contextuai menu options. 


Multiple objects 

If you have multiple objects on a layer, the 
Puppet Warp mesh is applied to everything 
on that layer. However, while the mode 
operation is global you can apply separate 
distortions to each of the layer elements. 



Figure 9.58 If you hold down the Q 09 
key and hover the mouse over an already 
selected pin, this shows a pin rotation circle 
that you can adjust to twist the rotation of the 
selected pin. 



Figure 9.59 This shows the pin contextuai 
menu, which offers quick access to a list of 
useful options associated with modifying the 
pins that have been added using the Puppet 
Warp feature. (®-click or use a right mouse- 
clickto reveal the contextuai menu shown 
here). Set Auto Rotation can be used to reset 
the pin rotation. 
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Move up Move down 



Figure 9-60 The pin depth contrais allow 
you to move the selected pin positions on 
a Puppet Warp selection up or down. This 
allows you to contrai whether certain image 
areas slide in front or behind other areas of the 
image. In Photoshop CS6, the previewyou see 
in the Puppet Warp edit mode will now include 
the Extension area, but this won’t be seen in 
the final render. 


Pin depth 

The pin stacking order can be changed by clicking on the buttons 
in the tool Options bar. Where a Puppet Warp distortion results in 
elements overlapping each other, you can decide which section 
should go on top and which should go behind. You can either 
click on the move up or move down buttons shown in Figure 9.60, 
or use the O key to bring a pin forward and use the Q key to 
send a pin backward (or use the pin contextuai menu shown in 
Figure 9.59). Basically, this is a mechanism that allows you to 
determine whether warped elements should go in front of or 
behind other elements in a Puppet Warp selection. 

Multiple pin selection 

You can select multiple pins by -clicking the individual pins. 
Once these are selected, you can drag them as a group using 
the mouse, or use the arrow keys to nudge their positions. You 
can tSMRk -cWck again to deselect an already selected pin from 
a selection. Note though that operations which affect a single 
selected pin, such as rotation and pin depth, are disabled when 
multiple Pins are selected. 

While in Puppet Warp mode, you can also use mo 8290 
(or the contextuai menu) to select all the current pins and you can 
use the EIQ shortcut to deselect all pins. Also, if you 

hold down the O key, you can temporarily hide the pins, but leave 
the mesh in view. 

Smart Objects 

If you convert a layer to a Smart Object before you carry out a 
Puppet Warp transform this will allow you to re-edit the Puppet 
Warp settings (which is something you can’t do with Liquify). 

You can also use the Puppet Warp feature to edit vector or type 
layers. However, if you apply the Puppet Warp command to a type 
or vector layer directly, the Puppet Warp process automatically 
rasterizes the type or vector layer to a pixel layer. Therefore, in 
order to get around this I suggest you select the layer and choose 
Filter o Convert to Smart Filters first, before you select the Puppet 
Warp command. 

Now for a quick run through of the Puppet Warp in action, for 
which I chose to use an image of what else, but a puppet! 
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1 The first step was to add the puppet image 
as a separate layer. One can use the Puppet 
Warp tool on a complete layer, but ifs really 
designed to function at its best when editing 
a cut-out layered object such as a type, vector 
layer or, as in this case, a cut-out pixel image 
layer. Before doing anything elsethough, I 
converted the targeted layer to a Smart Object. 



f> 6> ✓ 


2 I made sure the puppet layer was selected, 
then went to the Edit menu and chose Puppet 
Warp. You’ll notice here howthis step added a 
triangular mesh to the layer contents and the 
tool Options bar revealed the options for the 
Puppet tool. Here, I chose the‘Rigid’ Mode 
and Normal Density option for the mesh. I also 
set the Expansion option to 15 pixels, as this 
would give me bettercontrol over the warp 
adjustments. If the Expansion setting was left 
at the default 2 pixel setting, the strings would 
bend all over the place. I should also pointout 
that the Expansion setting is dependent on the 
image pixel size, so although 15 pixels was 
correctforthefull resolution version I edited 
here, you would need to use a lesser setting 
when editing the lower resolution test image 
thafs on the website. I was then ready to start 
adding some pins. As I mentioned in the main 
text, the more pins you add, the more control 
you will have over the warping effect. 
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3 I was now ready to start warping the layer. 
All I had to do was to click to select a pin and 
drag to reshape the image. The interesting 
thing to note here is that as you move one part 
of the layer, other parts adjust to suit. 


4 As I clicked and moved the pins I was able 
to create the desired distortion effect. In this 
close-up viewyou can see I had moved an 
arm so that it intersected one of the coat tails. 
In this instance it was necessary to click on 
the move upward pin depth button (circled) 
to bring the sleeve of the puppefs left arm in 
front of the coat tail. 


j - | Modc | ftgid 1 1 Otmtty: | Mornui i | Expamion: 
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5 What is particularly interesting with this 
image (and you’ll notice this better if you 
work with the demo image thafs on the book 
website) is how as I moved different parts of 
the puppefs body, the puppet strings moved 
accordingly. In orderto counterthis, I clicked 
on the pins that were at the bottom and top 
of the strings and rotated them to remove the 
curvature and make the strings straighter. 



6 When I was done, all I had to do was to hit 
the GtIM key. Now, because I had prepared 
this layer as a Smart Object you’ll notice how 
the Puppet Warp adjustment was added as a 
Smart Filter in the Layers panei. This meant 
that if I wanted to re-edit the Puppet Warp 
settings, I could do so by double-clicking the 
Puppet Warp Smart Filter and carry on editing. 
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Place command Drag and drop a document to a layer 

You can also place an image as a layer by It is now possible to drag and drop a file onto an open Photoshop 

choosing the File o Place... command. document to place as a new layer. This applies to all types of 

image documents and the main thing is that the image file you 
wish to place in this way must be of a compatible file format. In 
other words, you can only place image files such as TIFFs, JPEGs, 
Adobe PDFs or Adobe Illustrator AI files. Or, as in the example 
shown here, you can also use this method to place a raw DNG 
image file. Note that whenever you place a layer in this way it 
appears named after the name of the original image document. 

A placed image layer will be placed as a Smart Object and can 
therefore remain editable. Smart Objects are always referenced 
internally, referencing an image stored within the image, but you 
can choose Layer o Smart Objects o Replace Contents... to 
update a Smart Object choosing a different, externai source. 



1 1n Photoshop it is possible to drag a document to an image document window thafs 
open in Photoshop and place the dragged document as a new Smart Object layer. You can 
drag and drop a document via Bridge or, as shown here, directly via the Finder/Explorer. 
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2 In this example I dragged and dropped a 
DNG file to add it as a layer in the targeted 
document. When you place a layer in this 
manner you will be placing it as a Smart 
Object. First of all you will see the Camera 
Raw dialog (which I have not included here as 
a step). This allows you to edit the image file’s 
raw settings before the final placement (you 
can click Cancel to dismiss the Camera Raw 
dialog for now). Next, you will see the Place 
Image bounding box shown here. This allows 
you to scale the image before committing to 
the placement, but of course, since this is 
going to be a Smart Object layer, you will be 
able to rescale this layer at any time without 
degrading the image. 



3 Here is a final version of the image in which 
you can see that I placed the layer centrally 
and added a layer maskto the placed layer 
so that I could paint to hide some of the layer 
contents. Because the newly added layer was 
placed as a Camera Raw Smart Object, I could 
double-clickthis layer at any time to reopen 
the Camera Raw dialog and re-editthe layer 
contents. 
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Smart Filters 

lf you go to the Filter menu, there is an 
option there called ‘Convert for Smart 
Filters’. What this does is to convert a 
selected layer to a Smart Object and this 
is no different from choosing ‘Convert 
to Smart Object’ from the Layers panei 
fly-out menu. With Smart Objects you 
can apply most Photoshop filters, but not 
all (including some third-party filters). 
Flowever, you can enable all filters to 
work with Smart Objects by loading the 
‘EnableAIIPIuginsforSmartFilters.jsx’ 
script. I’ll be explaining howthis is done 
later, in Chapter 10. 


Smart Objects 

One of the main problems you face when editing pixel images is 
that every time you scale an image or the contents of an image 
layer, the pixel information becomes degraded, and if you make 
cumulative transform adjustments, the image quality can degrade 
quite rapidly. If you convert a layer or a group of layers into a 
Smart Object (Figure 9.61), this Stores the layer (or layers) data as 
a separate image document within the master image. The Smart 
Object data is therefore ‘referenced’ by the parent image and edits 
that are applied to the Smart Object layer (such as a transform 
adjustment) are applied to the proxy only instead of to the pixels 
that actually make up the layer. 

With Smart Object layers you can use any of the transform 
adjustments described so far (including Warp transforms) plus 
you can also apply filters to a Smart Object layer (known as Smart 
Filtering). What you can’t do is edit a Smart Object layer directly 
using, say, the clone stamp tool or paint brush, but you can double- 
click a Smart Object layer to open it as a separate image document. 
Once opened you can then apply all the usual edit adjustments 
before closing it, after which the edit changes are updated in the 
parent document. 



Figure 9-61 You can promote any layer or group of layers to become a Smart Object. 
A Smart Object becomes a fully editable, separate document stored within the same 
Photoshop document. The principal advantage is that you can repeatedly scale, transform 
or warp a Smart Object in the parent image without affecting the integrity of the pixels in 
the original Smart Object document. 
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1 We’ll now examine in more detail howyou would use a Smart Object in Photoshop. Here 
is a photograph of a book that shows a couple of my promotional photographs, where let’s 
say I wanted to place the male portrait image shown on the right so that it matched the scale, 
rotation and warp shape of the photograph on the right-hand page. 
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New Layer... 
Duphcjte Layer... 
Delete Layer 


OXN 
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New Group... 

New Group from Layers... 


Convert to Smart Object 


Blending Options... 


Create Clipping Mask \XC 


Merge Down X E 

Merge Visible O XE 

Flatten Image 

Animation Options ► 

Panei Options... 

Close 

Close Tab Group 


Quick tip 

In these situations it is useful to remember 


2 I used the move tool to drag the photograph across to add it as a new layer and then went 
to the Layers panei options and chose ‘Convert to Smart Object’. This action preserved 
all the image data on this layer in its original form. I then went to the Edit menu and 
chose Transform o Free Transform. Because the layer boundary exceeded the size of the 
Background layer, I had to zoom out in orderto accessthe corner handles of the Transform 
box. 


that you can use the iTiM fSfíkii 1 
keyboard shortcut to quickly zoom out 
just far enough to reveal the transform 
bounding box handles. 
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3 I then scaled the Smart Object layer down in size so that it more closely matched the size 
of the photograph on the page. I also dragged the cursor outside the transform bounding 
box, in orderto rotatethe photograph roughly into position. 



4 After that, I clicked on the Warp button in the Options bar (circled). This allowed me 
to fine-tune the position of the Smart Object layer, by using the corner curve adjustment 
handles to modify the outer envelope shape. I then moused down inside some of the inner 
sections and dragged them so that the inner shape also matched the curvature of the page. 
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Adobe Photoshop 


Sove changes, to lhe Abobe Fhotashap 
dacUment ''Layer 2 . ps b" before doSing? 

m 


Doo> íiim Cancel Save 


5 I was then able to edit the Smart Object layer any way I liked. To do this, I went to the 
Layers panei fly-out menu and selected ‘Edit Contents’. (An alternative option was to 
simply double-click on the Smart Objects layer in the Layers panei). In the example shown 
here, I added a text layer plus a Curves adjustment layer to turn the photograph blue. I then 
closed the window, and as I did so this popped the prompt dialog shown here, reminding 
me to click ‘Save’ in order to save and update the master Smart Object layer. 



6 Here is the final image in which I added a Curves adjustment layer in a clipping group 
with the Smart Object layer so that the shading matched that of the original photograph on 
the page. 
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Fill path 
Stroke path 
Load path as selection 


Delete 
Create new 
path 


Make work path Add mask 
from selection 


Figure 9.62 The Paths panei. 


Photoshop paths 

If you are planning to work with large files you will usually find 
it quicker to draw a path and convert this to a selection rather 
than rely on the selection and paint tools alone. The Paths panei 
is shown in Figure 9.62. The Fill path button fills the current path 
using the current foreground color. The Stroke path button strokes 
the current path using a currently selected painting tool. The 
Load path as a selection button can be used to convert a path to a 
selection. If a path is selected, clicking the Add mask button adds 
a vector mask based on that path. Clicking the Create new path 
button creates a new empty path and you can remove a path by 
clicking the Delete path button. 

Figure 9.63 summarizes how a pen path can be converted 
to a selection or a vector mask that isolates an object. An active 
selection can also be converted to a path by clicking on the ‘Make 
work path from selection’ button. Alternatively, you can choose the 
Make work path option from the Paths panei fly-out menu. 




Figure 9.63 ü§ ^0-clicking an active path will convert itto a selection. You can then 
click on the Add Layer Mask button in the Layers panei to add as a layer mask. To load a path 
as a vector mask, go to the Layer menu and choose Add Vector Mask o Current Path. 
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Pen path modes 

The pen tool has three modes, of which there are only two that you 
should really be interested in using. If the pen tool is in ‘Shape 
layers’ mode (Figure 9.64), when you draw with the pen tool this 
creates a vector mask path outline that masks a solid fill layer 
filled with the current foreground color. If you select the Path 
mode option in the pen tool Options bar this allows you to create 
a regular pen path without adding a fill layer to the document. You 
can of course use any path outline to generate a vector mask, so I 
usually suggest you keep the pen tool in the default ‘Path’ mode 
and leave it set like this. Note there also Selection..., mask and 
Shape buttons in the Options bar for converting a regular pen path. 

Drawing paths with the pen tool 

Unless you have had some previous experience of working with a 
vector-based drawing program (such as Adobe Illustrator), drawing 
with the pen tool will probably be an unfamiliar concept. It is 
difficult to get the hang of at first, but I promise you this is a skill 
thafs well worth mastering. It’s a bit like learning to ride a bicycle, 
once you have acquired the basic techniques, everything else 
should soon start to fali into place. Paths can be useful in a number 
of ways. The main reason why you might want to use a pen path 
would be to define a complex shape outline, which in turn can be 
applied as a vector mask to mask a layer, or be converted into a 
selection. You can also create clipping paths for use as a cut-out 
outline in a page layout, or you can use a path to apply a stroke 
using one of the paint tools. 

Pen path drawing example 

To help you understand how to create pen paths we shall start with 
the task of following the simple contours of the guitar illustrated 
in Figure 9.65. You will find a copy of this image as a layered 
Photoshop file on the book website. This image contains a saved 
path outline of the guitar at a 200% view. The underlying image is 
therefore at 200% it’s normal size, so if you open this at a 100% 
view, you are effectively able to work on this demo image at a 
200% magnification. The Background layer contains the Figure 
9.65 image and above it there is another layer of the same image 
but with the pen path outlines and all the points and handles 
showing. I suggest you make this layer visible and fade the opacity 
as necessary. This will then help you to follow the handle positions 


—- ■ Shapa - . 
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Figure 9-64 The Shape layers mode has in 
the past been the default setting in the pen tool 
options. The Path mode button is nowthe new 
default in Photoshop. 



Figure 9-65 This is the path tutorial file, 
which can be found on the book website. In the 
first pen path drawing exercise all you need 
to do is to click with the pen tool to create a 
series of straight line segments that define the 
outline of thefretboard. 
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Figure 9.66 To draw a curved segment, 
instead of clicking, mouse down and drag as 
you add each point. The direction and length 
of the handles define the shape of the curve 
between each path point. When you create a 
curved segment the next handle will continue 
to predict a curve, continuing from the last 
curved segment. To make a break, you need 
to modify the curve point by converting it to a 
corner point. To do this, hold down the ^3 
@9 key, click on the path point and drag to 
create a new predictor handle going off in a 
new direction. 


when trying to match the path outlines. Let’s begin by making an 
outline of the guitar fretboard (as shown in Figure 9.65). If you 
have learnt how to draw with the polygon lasso tool, you will have 
no problem drawing this path outline. Click on the corner points 
one after another until you reach the point where you started. As 
you approach this point you will notice a small circle appears 
next to the cursor, which indicates you can now click to close the 
path. Actually, this is easier than drawing with the polygon lasso 
because you can zoom in if required and precisely reposition 
each and every point. To do this, hold down the El fSM key to 
temporarily switch the pen tool to the direct selection tool and drag 
a point to realign it precisely. After closing the path, hit El lggaa 
tSBífznm to convert the path to a selection, or click Qggp on its 
own to deselect the path. 

Now try to follow the guitar body shape (Figure 9.66). This will 
allow you to concentrate on the art of drawing curved segments. 
Note that the beginning of any curved segment starts by you 
dragging the handle outward in the direction of the intended curve. 
(To understand the reasoning behind this, imagine you are trying 
to define a circle by following the imagined edges of a square box 
that contains the circle). To continue a curved segment, click and 
hold the mouse down while you drag to complete the shape of the 
end of the previous curve segment (and predict the initial curve 
angle of the next segment). This last sentence is written assuming 
that the next curve will be a smooth continuation of the last. If 
there happens to be a sharp change in direction for the outline you 
are trying to follow you will need to add a corner point. You can 
convert a curved anchor point to a comer point by holding down 
the Q fSl key and clicking on it. Click to place another point 
and this will now create a straight line segment between these 
two points. Now, if you hold down the El Qg) key you can again 
temporarily access the direct selection tool and reposition the 
points. When you click on a point or a segment with this tool the 
handles are displayed and you can use the direct selection tool to 
adjust these and refine the curve shape. 

If you want to try defining the entire guitar, including the 
headstock, you can practice making further curved segments and 
adding corner points (such as around the tuning pegs). These should 
be placed whenever you intend the next segment to break with the 
angle of the previous segment - hold down the ^9 @0 key and 
drag to define the predictor handle for the next curve segment. 
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Pen tooI shortcuts summary 

To edit a pen path, you can use the ISI Bffi key to temporarily 
convert the pen tool to the direct selection tool, which you can use 
to click on or marquee anchor points and reposition them. You can 
use the ^9 VZíâ key to convert a curve anchor point to a comer 
anchor point (and vice versa). If you want to convert a corner 
point to a curve, you can ^9 @0 + mouse down and drag. To 
change the direction of one handle only, you can ^9 @0 drag on 
a handle. To add a new anchor point to an active path, you simply 
click on a path segment with the pen tool, and to remove an anchor 
point, you click on it again (these shortcuts are outlined also in 
Figure 9.67). 

You can edit a straight line or curved segment by selecting 
the direct selection tool, clicking on the segment and dragging. 
With a straight segment the anchor points at either end will move 
in unison. With a curved segment, the anchor points remain fixed 
and you can manipulate the shape of the curve as you drag with 
the direct selection tool. In Photoshop CS6 you should notice that 
the curve segment dragging has been improved and is now more 
predictable in behavior. 

Rubber Band mode 

There are a number of occasions where I find it necessary to use 
the pen tool to define an outline and then convert the pen path to 
a selection. In the end, the pen tool really is the easiest way to 
define many outlines and create a selection from the path. One way 
to make the learning process somewhat easier is to switch on the 
Rubber Band option which is hidden away in the Pen Options on 
the pen tool Options bar (Figure 9.68). In Rubber Band mode, you 
will see the segments you are drawing take shape as you move the 
mouse cursor and not just when you mouse down again to define 
the next path point. As I say, this mode of operation can make path 
drawing easier to learn, but for some people it can become rather 
distracting once you have got the basic hang of how to follow a 
complex outline using the various pen tools. 

^ ^ - 11 Path t )|Make | Scleoion... ] wju [ Shape ) ® ai^ 

Band 

Figure 9,68 The easiest way to get accustomed to working with the pen tool is to go to 
the pen tool Options bar, mouse down on the cogwheel icon and checkthe Rubber Band 
box (circled). 


* M * 




Figure 9.67 Shown here are the main tools 
you need to edit any pen path. However, with 
the pen tool selected (left), you can access 
all of these tools without actually having to 
switch tools in the Tools panei. To add new 
continuing anchor points to an existing path 
just click with the pen tool. Instead of selecting 
the convert point tool (second along) you can 
use the Q fQ shorteut and instead of 
selecting the direct select tool (third along), 
you can use the £§ QÜ key. To add an 
anchor point to an existing path, rather than 
selecting the add anchor point tool (fourth 
along) you can simply click on a path segment. 
To delete an anchor point, rather than select 
the delete anchor point tool (fifth along), you 
can click on an existing anchor point using the 
pen tool. 

Nudging with the arrow keys 

When an anchor point is selected and 
you need to position it accurately it can 
be nudged using the arrow keys on the 
keyboard. Use the M key to magnify 
the nudge movement. 


1 1 Dual Dispby CS6 t] 
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Hiding/showing layer/vector masks 

You can temporarily hide/show a layer 
mask by ^©-clicking on the layer mask 
icon. Also, clicking a vector mask’s icon in 
the Layers panei hides the path itself. Once 
hidden, hover over it with the cursor and 
it will temporarily become visible. Click it 
againto restore the visibility. 


Vector masks 

A vector mask is just like an image layer mask, except the mask 
is described using a vector path (Figure 9.69). A vector mask is 
therefore resolution-independent and can be transformed or scaled 
in size without any loss in quality, and the mask can be edited using 
the pen path or shape tools. To add a vector mask from an existing 
path, go to the Paths panei, select a path to make it active, and 
choose Layer O Add Vector Mask O Current Path. Alternatively, 
you can go to the Properties panei in Masks mode and click on the 
‘Add Vector Mask’ button (see Figure 9.24 on page 500). 
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Figure 9.69 A vector mask can be created from a currently active path such as the one 
displayed here in the image on the left. The path mode influences what is hidden and what 
is revealed when the path is converted into a vector mask, and if a path has been created 
in the ‘Subtract Front Shape’ mode (as in the middle example), the area inside the path 
outline is hidden. If the path is created in the ‘Combine Shapes’ mode (as in the right- 
hand example) the gray fill in the path icon represents the hidden areas, where everything 
outsidethe path outline is hidden. However, it is very easyto alter the path mode. Select 
the path selection tool and click on the path to make all the path points active. You can then 
click on the path mode menu (circled in the Options bar) to switch between the different 
path modes. 
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Chapter 9 


Layers, selections and masking 


Isolating an object from the background 

Lefs now look at a practical example of where you might want to 
use a vector path to mask an object in preference to using a pixel 
layer mask. Remember, one of the benefits of using a vector mask 
is that you can use the direct path selection tool to manipulate the 
path points and fine-tune the outline of the vector mask. 
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1 Here I used the pen tool to define the outline of the train and the mono rail. Note that 
the pen tool was in the path mode (circled in the Options bar). Also, because I wanted to 
create a path that selected everything outside the enclosed path, I checked the Subtract Front 
Shape option before I began drawing the path. When the path was complete, I went to the 
Paths panei, double-clicked the ‘Work Path’ name and clicked OK to rename it as ‘Path 1’ in 
the Save Path dialog. This saved the work path as a new permanent path. It is important to 
remember here that a work path is only temporary and will be overwritten as soon as you 
deselect it and create a new work path. 
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2 With the Path 1 active and white as the foreground color in the Tools panei, I clicked on 
the ‘Add New Adjustment Layer’ button in the Layers panei and selected the Gradient Fill 
option. I chose a foreground color (white) to transparency gradient and added this as a 
linear gradient using the settings shown here. This added a fog effect to the scene, and as 
you can see, the vector mask prevented the Gradient Fill adjustment from being applied to 
thetrain and the mono rail. 



3 To make the scene look a little more like winter, I added a Photo Filter adjustment 
sandwiched between the Background layer and the Gradient Fill layer, then selected a 
cooling filter color from the Filter menu options. 

One last thing I should point out here is the appearance of the layer thumbnails. The 
thumbnail previews can appear either clipped to the document bounds or to the layer 
contents. This can be configured via the layer thumbnail contextuai menu (see page 497). 
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Chapter 10 


Blur, optical and 
lighting effects filters 

O ne of the key factors behind Photoshop’s success 

has been the program’s support for plug-in filters. A 
huge industry of third-party companies has grown in 
response to the needs of users wanting extra features 
within Photoshop. Instead of covering all the hundred or more 
filters that are supplied in Photoshop, I have just concentrated here 
on those filters that I believe are useful for photographic work. 

In particular, I have concentrated on those filters that relate to 
blurring, optical and perspective corrections, and creating lighting 
effects. I also show you ways you can use the Smart Filters feature 
to extend your filtering options. 
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RGB only filters 

You will notice that most of the effects 
filters work in RGB mode only. This is 
because they can have such a dramatic 
effect on the pixel values and would easily 
send colors way out of the CMYK gamut if 
they were made available while working in 
CMYK. To unleash the full Creative power 
of Photoshop plug-ins, you really do need 
to edit in RGB mode. 


Filter essentials 

Most Photoshop filters provide a preview dialog with slider 
settings that you can adjust, while some of the more sophisticated 
plug-ins (such as the Lens Correction filter) are like mini 
applications operating within Photoshop. These have a modal 
dialog interface, which means that whenever the filter dialog 
is open, Photoshop is pushed into the background and this can 
usefully free up already-assigned keyboard shortcuts. With so 
many effects filters to choose from in Photoshop, there are plenty 
enough to experiment with. The danger is that you can all too 
easily get lost endlessly searching through all the different filter 
settings. Here, we shall look at a few of the ways filters can 
enhance an image, highlighting those that are most useful. 


16-bit filters 

Photoshop supports a limited number of filters in 16-bit. However, 
most of the essential filters, such as those used to carry out 
Standard production image processing routines are all able to run in 
16-bit mode. 


Blur filters 

There are now 14 different blur filters in the Filter o Blur submenu 
and each allows you to blur an image differently. You don’t really 
need to bother with the basic Blur and Blur More filters, but what 
follows are some brief descriptions of the blur filters I do think you 
will find useful. 


Adding a Radial Blur or Spin blur to a photo 

The Radial Blur can do a good job of creating blurred zoom and 
spin motion effects. For example, the Zoom blur mode, shown in 
Figure 10.1, can do a neat simulation of a zooming camera lens, 
while the Spin blur mode, shown in Figure 10.2, can be used to 
apply a circular spin effect (I also used a Spin Radial Blur to add 
movement to the car wheels in Step 4 on page 582). The Radial 
Blur filter may sometimes appear to be sluggish, but it is after all 
carrying out major distortions of the image. For this reason you are 
offered a choice of render settings. For top quality results, select 
the Best mode, but if you just want to see a quick preview of the 
whole image area you can always select the Draft mode option. 
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Figure 10.1 When using the Radial Blur filter in Zoom mode, you can create fast zoom 
lens effects such as in the example shown here on the right. You can also drag the center 
point in the filter preview dialog to approximately match the center of interest in the image 
you are aboutto filter. 



Figure 10.2 When you use the Radial Blur filter in Spin mode, you can apply a circular 
Spin blur effect such as the example shown on the right. Again, you can drag the center 
point in the filter dialog to match the center of interest of the image you are about to filter. 
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Figure 10.3 The Average Blur can be used 
to merge the pixels within a selection to create 
a solid color which can then be used to take 
an accurate sample color measurement of the 
average color within that selection area. 


Average Blur 

The Average Blur simply averages the colors in an image or a 
selection. At first glance it doesnT do a lot, but it is still a useful 
filter to have at your disposal. Lefs say you want to analyze the 
color of some fabric to create a color swatch for a catalog. The 
Average filter merges all the pixels in a selection to create a solid 
color and you can then use this to sample with the eyedropper tool 
to create a new Swatch sample color (see Figure 10.3). 

Gaussian Blur 

The Gaussian Blur is a good general purpose blur filter and can 
be used for many purposes from blurring areas of an image to 
softening the edges of a mask. The Gaussian Blur can sometimes 
cause banding to appear in an image, which is where it may be 
useful to use the Noise o Add Noise filter afterwards (Figure 10.4). 


Add Noise 
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Figure 10.4 The Noise o Add Noise filter 
can be used to add artificial noise to an image. 
It is particularly useful wheneveryou wish to 
disguise banding that may have been caused 
through excessive use of the Gaussian Blur 
filter. 


Motion Blur 

The Motion Blur filter can be used to create an effective 
impression of blurred movement. It adds a linear blur that spreads 
in both directions and you can use the filter dialog sliders to 
control the angle of the blur as well as the distance of the blur 
spread. In the following example, I used the Motion Blur filter to 
add blurred movement to a static photograph of a car. 



1 Here is a photograph taken of an SUV, parked on the side of the road. The aim of 
this exercise was to make a cut-out, place the vehicle in another image and create the 
impression that this vehicle was being driven at speed. 
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2 1 used the pen tool to draw an outline of the car, which could then be applied as a 
vector mask to make the cut-out (see Chapter 9). I then added this as a layer to the Utah 
landscape backdrop image. I made the car layer a Smart Object so that this allowed me 
to scale it down in size relative to the backdrop, but without physically reducing the size 
of the original layer. I also converted the Background image layer to a Smart Object. 



3 1 was now ready to add some blur. First though, I added a group of shadow layers set 
to Multiply blend mode. These were used to build up the shading beneath the vehicle. 

I then selected the Backdrop layer, chose Filter o Blur o Motion Blur and applied the 
settings shown here. I did this to create the impression of panned camera movement. To 
make this look more realistic, I added a black to white gradient to the Smart Filter layer 
mask, so that the bottom of the picture looked just a little sharper than the rest. 
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4 1 then double-clicked the vehicle Smart Object layerto open the cut-out at its original 
size. Here, I used the elliptical marquee selection tool to select each of the wheels and 
copied each one to a new layer. I fllflffl-clicked each wheel layer in turn, to reload 
each as a selection. I then chose Filter o Blur o Radial Blur and selected the Spin 
Blur Method to create the impression the wheels were spinning. Lastly, I added a Hue/ 
Saturation layer filled with black and painted with white to apply a little less color 
saturation to the wheel hubs. 



5 lt was now time to add some blur to the vehicle body. I closed the Smart Object 
layer, saving it as I did so and back in the main image, created a duplicate of the Smart 
Object vehicle layer. I then went to the Filter menu again, chose Blur o Motion Blur and 
applied a 100 pixel distance blur. Now, this filter blurs the pixels in both directions and 
when creating the impression that something is moving you want the blur to be offset so 
that it flows behind the direction an object is moving in. Here, I selected the move tool 
and with the &ID key held down, clicked the right arrow on the keyboard three times to 
shift the copy layer 30 pixels to the right. 
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6 The trick now was to selectively add the vehicle motion blur layer on top of the 
original vehicle layer. First, I fllflffl-clicked on the original vehicle layer to load this 
as a selection. I then chose Select o Inverse QQBO) to invert 

the selection and clicked on the Add Layer Mask button in the Layers panei to hide the 
vehicle outline contents for this layer. With the brush tool selected I painted with white to 
carefully add small amounts of blur just on key areas of the vehicle. 
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7 In the final version you see here I used my retouching skills to add a couple of dust 
layers to the image, which would hopefully further create the impression the vehicle was 
moving along atspeed. 
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Figure 10.5 This shows from top to bottom, the Surface Blur, Box Blur and Shape Blur 
filters applied to the same image. 
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Surface Blur 

This might be considered to be an edge preserving blur filter. 

The Radius adjustment is identical to that used in the Gaussian 
Blur filter, so the higher the Radius, the more it blurs the image. 
Meanwhile, the Threshold slider determines the weighting given 
to the neighboring pixels and whether these become blurred or 
not. Basically, as you increase the Threshold this extends the 
range of pixels (relative to each other) that become blurred. So as 
you increase the Threshold, the flatter areas of tone are the first to 
become blurred and the high contrast edges remain less blurred 
(until you increase the Threshold more). 

Box Blur 

The Box Blur uses a simple algorithm to produce a square shape 
blur. It is a fairly fast filter and is useful for creating quick Tens 
blur’ type effects and certain other types of special effects. The 
Box Blur is no match for the power of the Lens Blur filter, but it is 
nonetheless a versatile and Creative tool. 

Shape Blur 

The Shape Blur filter lets you specify any shape you like as a 
kernel with which to create a blur effect and you can then adjust 
the blur radius accordingly. In Figure 10.5 (bottom image) I 
selected a diamond checker pattem shape. 



Fade command 

Filter effects can be further refined by 
fading them afteryou have applied the 
filter. The Fade command is referred to at 
various places in the book (you can also 
fade image adjustments and brush strokes, 
etc.). Choose Edit o Fade Filter and 
experiment with different blending modes. 
The Fade command is almost like an 
adjustment layer feature, but withoutthe 
versatility and ability to undo later. It makes 
use of the fact that the previous undo 
version of the image is stored in the undo 
buffer and allows you to apply different 
blend modes, butwithout thetime- 
consuming expense of having to duplicate 
the layer first. Having said all that, the 
History feature offers an alternative 
approach whereby if you filter an image 
once or more than once, you can return 
to the original State and paint in the future 
(filtered) State using the history brush or 
make a fill using the filtered history State 
(provided Non-linear History has been 
enabled in the History panei options). 

Figure 10.6 In this night-time scene there 
are lots of small points of light; you can use 
this image example to get a clear idea of how 
the Lens Blur filter Specular Highlights and Iris 
contrais work, and observe how they affect the 
appearance of the blur in the photograph. Note 
that this image is also available from the book 
website for you to experiment with. 
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Enabling Lens Blur as a Smart Filter 

Smart Filters are mainly intended for use 
with value-based filters only, such as the 
Add Noise or Unsharp Mask filter. They 
are not intended for use with filters such 
as Lens Blur because the Lens Blur filter 
can sometimes make calls to an externai 
alpha channel, and if the selected alpha 
channel were to be deleted at some point, 
this would prevent the Smart Filter from 
working. 

However, so long as you are aware of 
this limitation, it is still possible to enable 
Smart Filters to work with filters like Lens 
Blur. You first need to go to the Adobe 
website and search for the following script: 
EnableAIIPIuginsforSmartFilters.jsx. This 
then needs to be placed in a suitable folder 
location such as Adobe Photoshop CS6/ 
Presets/Scripts folder. Then, go to the File 
o Scripts menu in Photoshop and choose 
Browse. .. This opens a system navigation 
window. From there you’ll want to locate 
the above script. Once you have done 
this, you can click Load or double-click 
to run it, which will pop the Script Alert 
dialog shown in Figure 10.7. Ifyouwish to 
proceed, click ‘Yes’. The Lens Blur, as well 
as all other filters will now be accessible 
for use as Smart Filters. If you want to turn 
off this behavior, run through the same 
above steps and click ‘No’ when the Script 
Alert dialog shows. 
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Figure 10.7 The Script Alert dialog. 


Lens Blur 

If you want to make a photograph appear realistically out of 
focus, it is not just a matter of making the detail in the image 
more blurred. Consider for a moment how a camera lens focuses a 
viewed object to form an image that is made up of circular points 
on the film/sensor surface. When the radius of these points is 
very small, the image is considered sharp and when the radius is 
large, the image appears to be out of focus. It is also particularly 
noticeable the way bright highlights tend to blow out and how you 
can see the shape of the camera lens iris in the blurred highlight 
points. The Lens Blur filter has the potential to mimic the way a 
camera lens forms an optical image and the best way to understand 
how it works is to look at the shape of the bright lights in the night- 
time scene in Figure 10.6 which shows the image before and after I 
had applied the Lens Blur filter. 

The main Controls to concentrate on are the Radius slider, 
which Controls the amount of blur that is applied to the image 
and the Specular Highlights slider, which Controls how much the 
highlights blow out. To add more lens flare, increase the Brightness 
slightly and carefully lower the Threshold amount by one or two 
leveis and check to see how this looks in the preview area. The 
íris shape Controls should be regarded as fine-tuning sliders that 
govern the shape of the out-of-focus points in the picture. You can 
select from a menu list of different iris shapes and then use the 
Blade Curvature and Rotation sliders to tweak the iris shape. The 
results of these adjustments will be most noticeable in the blown- 
out highlight areas. If you want to predict more precisely what 
the Lens Blur effect will look like it is better to have the ‘More 
Accurate’ button checked. 

Depth of field effects 

With the Lens Blur filter you can also use a mask channel to define 
the areas where you wish to selectively apply the Lens Blur. This 
allows you to create shallow depth of field effects, such as in 
the example shown on the right. Basically, you can use a simple 
gradient (or a more complex mask) to define the areas that you 
wish to remain sharp and those that you want to have appear out 
of focus. You can then load the channel mask as a Depth Map in 
the Lens Blur dialog and use the ‘Blur Focal Distance’ slider to 
determine which areas remain sharpest. 
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1 1n this example, I created a linear gradient mask channel called Alpha 1, where the 
gradient went from white to black. I then loaded the Alpha 1 channel in the Lens Blur filter 
dialog to use as a depth map. With the Alpha 1 channel selected, I could now adjust the 
Blur Focal Distance slider (circled) to determine where I wanted the image to remain sharp. 
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2 Anotherwayto use a depth map isto click in the previewarea to set the point where the 
image should be sharpest. Basically, the degree of Lens Blur is linked to the gray values in 
the Depth Map source channel. 
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Blur Tools limitations 

The Blur Tools offer quite a lot of options 
for being Creative, but there are some 
restrictions you need to be aware of. You 
can only apply this filter to RGB or CMYK 
images. ItworVtworkon grayscale images, 
alpha channels or layer masks. And, you 
can’t apply it to video layers or Smart 
Objects. 
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Figure 10.8 The Blur Tools contrais. This 
and the panei below only appear when one of 
the new Blur Tools filters is selected. 



Figure 10.9 The Blur Effects contrais. 


Blur Tools filters 

The Lens Blur filter has enough slider Controls to let you create 
a fairly realistic-looking Lens Blur effect, but it does suffer from 
certain limitations. Firstly, it can be quite slow to work with and 
therefore a painstaking experience to tweak the sliders in search 
of an optimum blur setting. The sheer number of sliders can be 
considered quite intimidating, which puts some people off using 
this filter. While it is possible to create blur maps that can be used 
in conjunction with the Lens Blur filter, it is this aspect of it’s 
design that limits it from being accessible as a Smart Filter (though 
as I point out on page 586 it is possible to override this). The Blur 
Tools filters are new to Photoshop CS6 and offer a more simplified 
interface for applying Lens Blur effects. Overall these are a lot 
quicker to work with than the Lens Blur filter and have fewer 
Controls to worry about and the blur effects can easily be edited. 
These are all available from the Filter o Blur menu and you TI note 
that when one Blur Tools filter is active, the other two Blur Tools 
filter modes will be available too from the Blur Tools panei. 

Iris Blur 

Let me start first with the íris Blur filter (Figure 10.8). The Amount 
slider in the Blur Tools panei Controls the strength of the blur effect 
and allows you to apply much stronger blurs than you can with 
Lens Blur. In the Blur Effects panei below (Figure 10.9) are the 
Blur Effect Controls. The term ‘bokeh’ refers to the appearance 
of out-of-focus areas in a picture when photographing a subject 
using a shallow focus (see Figure 10.10). What happens when you 
do this is that out-of-focus objects in a scene are focused as large, 
overlapping circles at the plane of focus. Objects that are in focus 
are also focused as overlapping circles, but an image is perceived 
to be sharp when those circles are small enough that they create 
an image that looks to us to be sharp. The circles of confusion 
arenT actually circles. They are determined by the shape of the 
lens iris, which is usually pentagonal or hexagonal in shape. So, to 
create a bokeh-type effect in Photoshop, the íris Blur filter applies 
a hexagonal iris shape blur to the image. The Light Bokeh slider 
lets you control the intensity of the bokeh effect by working in 
conjunction with the Light Range sliders to ‘blow out’ selected 
tonal areas and create bright, out-of-focus highlights. With the 
Lens Blur filter you have a Brightness and a single Threshold 
slider that control the appearance of the specular highlights. The 
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Light Range control in the Blur Effects panei is a little more 
sophisticated. There are two sliders: one for the highlights and one 
for the shadows. What happens here is that it uses an inverse high 
dynamic range tone mapping to create a pseudo high dynamic 
range between the two slider points. By adjusting the shadow and 
highlight sliders, Photoshop can intensify the tonal range between 
these two points. This simulates a real-life subject brightness range 
and then applies the blur effect to the data. This is an important 
difference and is what helps make the Blur Tools effects look more 
realistic compared with other blur methods. Basically, this gives 
you the flexibility to apply the bokeh effect to any tone area in the 
image you like and not just the highlights. For example, you can 
have the bokeh effect applied to the midtones or the shadows. The 
Bokeh Color slider allows you to specifically intensify the color 
saturation of the bokeh effect. The default setting of zero will be 
best in many cases, but some shots may benefit from increasing the 
Bokeh Color slider. 

Radius field Controls 

When using the íris Blur filter you will see the radius field control 
shown in FigurelO.il. This always appears centered in the image. 
You can click on any of the four outer ellipse handles to adjust the 
shape and angle of the radius field. There is also a radius roundness 




Figure 10.10 This shows what a typical lens 
bokeh effect looks like. 

OpenCL benefits 

Blur Tools makes use of what is known 
as ‘Monaco accelerated’ Processing in 
Photoshop. If OpenCL is enabled in the 
advanced graphics processorsettings 
this can help speed up the time it takes to 
render the Blur Tools previews in mouse- 
up mode as well as when processing the 
final render. Depending on the card this 
can make a big difference to final render 
times. Note that OpenCL is only available 
using compatible graphics cards and 
operating systems. 


Ellipse handle 


image display. 
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Figure 10.12 This shows an example of 
where the Selection Bleed amount has been 
increased to allowthe unselected area (the 
flower) to bleed into the selection area. 


knob that you can drag to make the radius field rounder or squarer. 
If you click on the center pin you can drag to reposition the entire 
field radius. In between the center and the outer radius are the 
feather handles. You can drag on any of these to adjust the hardness/ 
softness of the blur effect edge relative to the center or outer ellipse 
edge and if you hold down the @H key you can click and drag 
any of these four pins independently. Just outside the pin in the 
center is a blur ring. This indicates the blur amount applied to the 
effect. Click on the ring and drag downwards to strengthen the blur 
effect and drag upwards to reduce the blur amount. As you move 
the mouse around the image you TI see the add new blur effect 
cursor icon. If you click, this adds a new blur effect, making the 
radius ellipse Controls active for a new blur effect. 

Blur Tools options 

The Blur Tools Options bar (Figure 10.13) provides additional 
Controls. The Selection Bleed slider Controls the extent to which 
areas outside the selection can bleed into the area thafs selected 
(there must be an active selection for this to be enabled). In 
Figure 10.12 I selected everything but the flower and as I blurred 
the selected area, set the Selection Bleed in the Options bar to 
50%. This deliberately allows the areas outside the selection to 
blend into the blurred area. To help make the edges look more 
convincing, only a small amount of bleed should be applied, but 
you can also use this as a way to produce Creative edge bleed 
effects by applying a heavy blur with a high Selection Bleed value. 
The Focus Amount slider allows you to control how much the 
focus in the center is preserved. At 100%, everything is kept sharp. 
As you reduce the amount the center becomes more out of focus. 
But when multiple Pins are placed this does allow you to preserve 
the non-blurred area for each specific pin (this is a per-pin setting). 
The ‘Save Mask To Channels’ checkbox lets you save an alpha 
channel that contains a blur mask based on the feathered area. This 
could be useful if you felt you needed to add noise later to a blur 
effect based on the same degree of feathering. Lastly, checking the 
High Quality checkbox will result in a bokeh highlight that is more 
accurate. 


1 £ ■ SttaclMHi [ 50* 1 - ' Focus: 1 100% j T Sm Muk (d Oianneti 0 High Qualrtv 

0 fteviíw O 

I i | 

QK. 3 11 Dg ai dnpUt : ‘ ; 

1 --o-!- 


----- 


Figure 10.13 The Blur Tools Options bar. 
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1 When applying the Blur Tools filter in Iris Blur mode, you’11 see the ellipse field contrais 
shown here, where you can editthe contrais and also adjustthe Blur Tools panei settings. 



2 In this instance I dragged the outer ellipse handles to increase the size of the radius 
field and dragged the Radius roundness knob to make the radius slightly squarer. I then 
held down the key to drag the inner feather handles and independently adjust the 

hardness/softness of the blur edge for all four corners. Lastly, I adjusted the Blur Effects 
panei sliders as shown here to create the bokeh effect seen in this screen shot. 
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Figure 10.14 This shows an example of 
how tilt-shift distortion should be expected to 
work when a lens istilted. In one direction the 
circles of confusion become more elliptical, 
stretching outwards from the center and 
becoming more elongated towards the corners. 
This can be simulated using positive Distortion 
with the Tilt-Shift blurfilter. Òn the opposite 
axis the distortion does not have the same 
effect. Here, the distortion is circumferential, 
This can be simulated using negative 
Distortion with a Tilt-Shift blur filter effect. 

Multiple blur effects 

Note that for both the Tilt Shift and Iris blur 
effects the pins within each effect interact 
with each other using what is essentially 
a Multiply blend mode. When multiple 
effects are combined togetherthe resulting 
blur radius fields from each effect are 
added together. Also at the same time, 
the areas of clarity are added together so 
that where there is an overlap the clarity is 
always preserved. This means thatyou can 
combine Iris and Tilt-Shift blurs together 
very effectively. 


Tilt-Shift blur 

The Tilt-Shift blur filter allows you to mimic both the blur and 
distortion effect you would get when shooting with a view camera 
that allows you to tilt the film plane and also the kind of effect 
you can get when shooting with a Lens Baby™ lens. You can also 
combine multiple Tilt-Shift blur effects with one or more other 
Blur Tools effects to achieve any kind of blur effect you want. 

When you apply a Tilt-Shift blur you TI first see a pin in the 
center with two solid focus lines either side of the pin. These 
indicate the no-blur zone in which the image will remain in focus. 
Beyond this are the dotted feather lines. Between the focus and 
feather lines lies the transition zone where the image will fade 
from being in focus to out of focus, as set by the Blur slider in 
the Blur Tools panei. You can adjust the width of these lines by 
dragging anywhere on these lines. To adjust the Tilt-Shift blur 
angle, click and hold anywhere outside the central no blur zone and 
drag with the mouse (youTI see a double-headed arrow cursor). 

To relocate a blur effect, click and drag inside the no blur zone. To 
remove a blur effect, just hit the Delete key. New effects can be 
added by clicking anywhere in the image. 

The Tilt-Shift Distortion slider can apply a distortion effect that 
radiates outwards from the center pin. So, if you apply a distortion 
and move the center pin from side to side you TI notice how the 
radial distortion effect adjusts as you do this, centering around 
wherever the center pin is placed (see Figure 10.14 for more details). 
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Figure 10.15 The Tilt-Shift blur contrais. Note you can use Q to hide these. 
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1 1n this example you can see that I had placed a Tilt-Shift pin in the middle of the image. I 
increased the blur effect to 80 pixels and applied a maximum +100% Distortion. Both sides 
of the pin appear blurred, but by default the Distortion setting affects the bottom section 
only. As you can see, the positive distortion created radially facing ellipses towards the 
bottom of the picture. Also, if I were to reposition the central pin, the ellipses would reface 
to the new pin position. 



2 To distort the top half of the picture, I added a new pin next to the first. Here, I clicked 
and held the cursor just belowthe no blur/transition zone line and dragged to rotate the 
Blur effect 180°. By default the same blur settings were applied to this second pin and all I 
did here was set the Distortion to -100% to create a circumferentially oriented distortion in 
the top half of the picture. Note that you do also have the alternative option of checking the 
‘Symmetric Distortion’ box to apply a mirrored distortion without needing to add a second 
pin. But, a symmetric distortion always shares the same Distortion slider setting. 
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Figure 10.16 This shows the blur amount 
display as you interactively click and drag on 
the outer blur ring. 


Blur ring adjustments 

The Blur ring has a central pin and, when activated, an outer ring 
indicates the blur amount that has been applied to that pin. As you 
adjust the Blur slider you TI notice that the outer ring pro vides a 
visual indication of the blur amount thafs been applied. It is also 
possible to click and drag on the outer ring and adjust the blur 
amount that way (see Figure 10.16). 

Applying a Field Blur to a composite image 

The Field Blur effect can be used to apply a global blur effect. As 
with the íris and Tilt-Shift blurs, you have a Blur slider in the Blur 
Tools panei and the usual set of Bokeh sliders in the Blur Effects 
panei below. You can use this filter to apply an overall lens blur 
type of effect, but as you can see in the accompanying example, 
by adding further pins it is quite easy to create different kinds of 
custom gradient blur effects. 




1 Here, you can see the Field Blur filter effect in action. When you first apply this filter 
you’ll have a pin in the middle of theframe set to a 15 pixel wide blur. What I did here 
was to increase this to 30 pixels to apply an all-over blur effect to the image. 
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2 In this next step I moved the first pin to the top of the picture and added a second pin 
below. But here I set the blur amount to zero pixels. This created an area of clarity that 
counteracted the effect of the first pin. Essentially, when you have two pins placed like 
this, you can create a simple blur gradient. 



3 You can keep on adding extra Field Blur pins to create more complex blur gradients. 
In this final step I added an extra no blur pin and an extra 30 pixel blur effect pin and 
dragged the pins to achieve the combined blur effect shown here. 
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Third-party plug-ins 

With third-party plug-ins, you will 
find that those plug-ins that have been 
recently updated for Photoshop will have 
the embedded ‘Smart Filter’ markerthat 
automatically makes them compatible with 
Smart Filters in Photoshop. If that isn’t 
the case, then enabling all filters as Smart 
Filters (as described on page 586) will 
help your get around such restrictions, but 
with the proviso that any filter you apply as 
a Smart Filter must be a Value-based’ filter 
if it is to fit in successfully with a Smart 
Filter workflow. Some Photoshop filters, as 
well as advanced third-party filters, require 
the use of things like externai channels or 
texture maps in order to work correctly. 
Since this information can’t be stored 
safely within the Smart Object itself, this 
can prevent a Smart Filter from working 
reliably. 



New Layer... O; 

Duplicate Layers... 

Delete Layers 
Delete Hidden Layers 

New Group... 

New Group from Layers... 

Lock Layers... 


Convert to Smart Object 

Edit Contents 


Blending Options... 

Edit Adjustment... 


Create Clipping Mask 

X36G 

I Link Layers 

Select Linked Layers 

Merge Layers 

Merge Visible 

1 Flatten Image 

3€E 

03€E 

Animation Options 

Panei Options... 

► 

Close 

Close Tab Group 


Smart Filters 

For many years now Photoshop users have requested the ability 
to apply live filters in the same way as you can apply image 
adjustments as adjustment layers. Smart Filters is the solution the 
Photoshop team came up with and this feature can be particularly 
useful when working with some of the blur filters discussed in this 
chapter, because you may very often need the ability to re-edit the 
blur amount. I have already shown a couple of examples of Smart 
Filters in use, such as with the Spin blur and Motion Blur filters. 

When you go to the Filter menu and choose Convert for Smart 
Filters, you are basically doing the same thing as when you create 
a Smart Object. So, if a layer or group of layers have already 
been converted to a Smart Object, there is no need to choose 
‘Convert for Smart Filters’. You can switch Smart Filters on or 
off, combine two or more filter effects, mask the overall Smart 
Filter combination as well as adjust the Smart Filter blending 
options. These allow you to control the opacity and blend modes 
for individual filters. As I have shown below in Figure 10.17, you 
can also group one or more layers into a Smart Object and filter the 
combined layers as a single Smart Object layer. 

Double-click to edit a Smart Object 

&OX Blur 

C <tt 3 

I Cancgü 
I 0 Preview 


E » a 

[Z5 Pixels 


Smart Filter Open Blending 
visibility options 

Figure 10.17 You can make a selection of more than one layer in a document and 
convert these into a Smart Object. From there you can add filter effects that are applied as 
Smart Filters to a composite version of all the selected layers. The multi-layered image can 
still be accessed and edited by double-clicking the Smart Object thumbnail. 
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Applying Smart Filters to pixel layers 

Smart Filters are essentially filter effects applied to a Smart Object. 
The process begins with you converting a layer or group of layers 
to a Smart Object, or selecting a layer and choosing Filter o 
Convert for Smart Filters. Smart Filters allow you to apply most 
types of filter adjustments non-destructively and the following 
steps provide a brief introduction to working with the new 
Adaptive Wide Angle filter as a Smart Filter. 



Pros and cons of Smart Filters 

The appeal of Smart Filters is that you 
can apply any filter non-destructively to 
an image in Photoshop, butthisflexibility 
comes at the cost of larger file sizes 
(making the file size 4 to 5 times bigger), 
plus a slower workflow switching between 
the Smart Object and parent documents 
and longer save times. This at least has 
been my experience when working with a 
fast Computer and lots of RAM memory. 
This is not the first time we have come 
across speed problems like this. We have 
in the past seen other new Photoshop 
features that were a little ahead of their 
time and have had to wait for the Computer 
hardware to catch up before we could use 
them comfortably. While Smart Filtering 
does offertrue non-destructive filtering, 
it is a technique you probably want to use 
sparingly. 



1 To apply the Adaptive Wide Angle filter as a 
non-destructive Smart Filter, the Background 
layer first had to be converted to a Smart 
Object. To do this I went to the Filter menu 
and chose ‘Convert for Smart Filters’. This 
converted the Background layer into the 
Smart Object layer shown above. 
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2 I then wentto the Filter menu, selected the Adaptive Wide Angle filter and applied the 
settings shown here. Asyou can see, I used the Adaptive Wide Angle filter to correctthe 
perspective in the original photograph. Ifyou checkthe Layers panei youwiII noticethat 
after I had applied the Adaptive Wide Angle filter, this added a Smart Filter layerto the 
layer stack. I could now click the filter name eye icon (circled) to switch this adjustment on 
or off. 
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3 Then I double-clicked on the Smart Filter blend options button (circled in blue).There 
was no point in me reducing the layer opacity here, but I did find it useful to select the 
Dissolve blend mode as this blend mode helped reveal the uncorrected version of the 
image behind the perspective-corrected version. I then double-clicked the Smart Object 
layer itself (circled in red). This popped the warning dialog shown on the right. This 
indicated that any subsequent changes I might make to the Smart Object image would need 
to be saved before closing the document window. It also reminded me that one should 
always save to the same location (in practice this should never be an issue if you always 
use the File o Save command rather than File o Save As...). 
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4 Here you can see the original Smart Object image document, but without the Adaptive 
Wide Angle filter. I could now edit this document as one would do normally. I then added 
a number of layers which were used to selectively lighten or darken various parts of the 
photograph. When I closed the document window a dialog box prompted me to choose 
‘Save’. As I pointed out in Step 3, this must be done in order to save the Smart Object back 
to the parent document. 
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5 Here is the final version in which you can now see the result of the image adjustments 
applied to the Smart Object image combined with the Adaptive Wide Angle filter I had 
applied as a Smart Filter, filtering the entire image. In addition to this, I added a few layers 
including a retouch layerto neatly fill in the edges atthe bottom, a Photo Filter layerto 
adjust the color slightly and a darken edges layer to vignette the image. The key lesson 
here is that nearly all of the adjustments I had just applied to this photograph, including the 
Adaptive Wide Angle filter, remained fully editable. 
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Scanned image limitations 

The chromatic aberration and vignetting 
adjustments are always applied relative 
to the center of the image circle. In the 
case of digital capture images the auto 
correction adjustments will work precisely 
so long as the source image has not been 
cropped. In the case of scanned images 
things get a little trickier since the auto 
corrections will only work correctly if the 
source image has been precisely cropped 
to the exact boundaries of the frame. 

Video clip Lens Corrections 

You can apply the Lens Correction filter 
to video clips by opening a video file 
in Photoshop and applying the Lens 
Correction filter as a Smart Object. This 
is quite a powerful feature and can greatly 
improve the appearance of your video 
footage. Providing that is, you have a lens 
profile for the camera and lens used, such 
as video recorded using a digital SLR 
camera. 


Lens Corrections 

The Photoshop Lens Correction filter appears at the top of the main 
Filter menu and has its own shortcut ( Elw/i Gl 
You will notice there are two panei modes and it is the Auto 
Correction panei that is shown by default (Figure 10.18). Here 
you TI find various options that are intended to fix common lens 
problems, starting with the Correction section. The Geometric 
Distortion option can be used to correct for basic barrel/pincushion 
distortion. Next we have the Chromatic Aberration option, which 
can be used to counter the tendency some lenses have to produce 
color fringe edges towards the corners of the frame. Below that 
is the Vignette option, which can be used to correct for darkening 
towards the edges of the frame, which is a problem most common 
with wide angle lenses. Lastly, if you check the Auto Scale Image 
option this ensures that the original scale is preserved as much as 
possible in the picture. 

Basically, if you are about to apply an auto lens correction to 
an image that contains EXIF camera and lens metadata, the EXIF 
metadata information is used to automatically select an appropriate 
lens profile in the Lens Profiles section below. If the image you are 
editing is missing the EXIF metadata (i.e. it is a scanned photo) 
and you happen to know which camera and lens combination was 
used, you can use the Search Criteria section to help pinpoint the 
correct combination. It is important to appreciate here that the 
camera body selection is also important. This is because some 
camera systems capture a full-frame image (therefore making full 
use of the usable lens coverage area), while compact SLR cameras 
mostly have sensors that capture a smaller area. The lens correction 
requirements will therefore vary according to which camera body 
type is selected. Once you have selected the correct lens profile you 
can toggle checking the Preview button at the bottom of the dialog 
to compare a before and after view of the auto lens correction. 

Custom lens corrections 

In custom mode (Figure 10.19), the Geometric Distortion section 
contains a Remove Distortion slider that can correct for pincushion/ 
barrei lens distortion. Altematively, you can click to select the remove 
distortion tool and drag toward or away from the center of the image 
to adjust the amount of distortion in either direction. Overall, I find 
the Remove Distortion slider offers more precise control. 
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Figure 10.18 The Lens Correction filterdialog in the default Auto Correction mode. 


The Chromatic Aberration section contains three color fringe 
fixing sliders for fixing the red/cyan, green/magenta and blue/ 
yellow fringing. 

The Vignette section contains Amount and Midpoint sliders, 
which are also identical to those found in the Camera Raw Lens 
Corrections panei and these can be used to manually correct for any 
dark vignetting that occurs at the corners of the frame. 

The Transform section Controls let you correct the vertical and 
horizontal perspective view of a photograph such as the vertical 
keystone effect you get when pointing a camera upwards to 
photograph a tall building, or to correct the horizontal perspective 
where a subject hasn’t been photographed straight on. 

You can adjust the rotation of an image in a number of ways. 
You can click and drag directly inside the Angle dial, but I mostly 
recommend clicking in the Angle field (circled in Figure 10.19) and 


Edge pixels 

As you apply Lens Correction Transform 
adjustments, the shape of the image may 
change. This leaves the problem of how to 
render the outer pixels. The default setting 
uses the Transparency mode, although 
you can choose to apply a black or white 
background. Alternatively you can choose 
the Edge Extension mode to extend the 
edge pixels. This may be fine with skies or 
flat color backdrops, but is otherwise quite 
ugly and distracting, although the extended 
pixels may make it easierto use the healing 
brush to fi II these areas. 
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Lens Correction tools: remove distortion tool; straighten tool; move grid tool; hand tool; zoom tool 
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Figure 10.19 The Lens Correction filter dialog in Custom mode. 


using the up and down keyboard arrow keys to nudge the rotation in 
either direction by small increments. The other option is to select the 
straighten tool and drag to define what should be a correct horizontal 
or vertical line. The image will then rotate to align correctly. 

The Scale slider can be used to crop a picture as you apply a 
correction. On the other hand you may wish to reduce the scale in 
order to preserve more of the original image (as shown in Step 2 
on the page opposite). The grid overlay can prove useful for helping 
you judge the alignment of the image and you can use the move 
grid tool to shift the placement of the grid. The grid Controls at 
the bottom of the Lens Correction filter dialog also enable you to 
change the grid color and dynamically adjust the grid spacing, plus 
toggle showing or hiding the grid. 
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1 1n this example I checked all the Auto Correction options to apply an auto lens correction 
to this photograph, which in this case was based on the EXIF metadata contained in the 
original photo (there is a layered version of this image on the website for you to compare). 
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2 1 then switched to the Custom mode and applied a custom lens correction to further 
correctforthe perspective angle this photograph was shotfrom. Basically, I adjusted the 
Vertical Perspective slider and made a minoradjustmentto the angle of rotation. You’ll also 
note that I adjusted the Scale slider to zoom out in order to preserve the sky at the top of 
the photograph. 
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Figure 10.20 You can choose to prefer raw 
profiles via the Search Criteria section fly-out 
menu options in the Lens Correction filter 
dialog. 


Selecting the most appropríate profiles 

If the camera/lens combination you are using matches one of the 
Adobe lens corrections profiles that was installed with Photoshop, 
then that is the only option you’11 see appear in Lens Profiles 
(Figure 10.20). If no lens correction profile is available (because 
the necessary lens EXIF metadata is missing), you’11 see a ‘No 
matching lens profiles found’ message. The Search Criteria 
Camera Make, Camera Model and Lens Model menus will then 
allow you to manually search for a compatible camera/lens profile 
combination. If you wish to explore some alternative lens profile 
options, then click on the ‘Search Online’ button. This carries out an 
on-line search for lens correction profiles that have been created by 
other users where the lens profile EXIF data matches and is publicly 
available to share. You can initially preview these profiles to see 
what the results look like before deciding whether to use them and 
save them locally to your Computer. When looking through the list 
of alternative on-line lens profiles you TI see some of these have 
been given ratings by other users. Similarly, if you create your own 
custom profiles using the Adobe Lens Profile Creator program (see 
website for details), and wish to share these with other users you 
can do so by going to the program’s File menu and choose Send 
Profiles to Adobe... (Figure 10.21). If you can’t find any matching 
lens profiles then you can always select the nearest equivalent via 
the Search Criteria menus, and fine-tune the result using the Custom 
panei Controls in the Lens Correction filter dialog. 

The Lens Correction filter can make use of profiles created 
from raw files or from rendered TIFF or JPEG capture images. 

This means that two types of lens profiles can be generated: raw 
and non-raw lens profiles. In terms of the geometric distortion and 
chromatic aberration lens correction, you are unlikely to see much 
difference between these two types. With regards to the vignette 
adjustment, here it does matter more which type of source files 
were used. In the case of raw files, the vignette estimation and 
removal is measured directly from the raw linear sensor data. Now, 
if the Lens Correction filter were able to process raw files directly 
this would result in more accurate lens vignette correction results. 
Since the Lens Correction filter is used to process rendered image 
files such as JPEGs and TIFFs, it is therefore better to use the non- 
raw file generated lens profiles, where available. It is for this reason 
that the Lens Correction filter dialog displays the non-raw lens 
correction profile by default and only shows a raw profile version 
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if there is no non-raw profile version available on the system. 

The raw profile versions are therefore only available as a backup. 
However, if you go to the Search Criteria section and mouse down 
on the fly-out menu you can select the Trefer Raw profiles’ option 
(see Figure 10.20). When this is checked the Lens Correction filter 
automatically selects the raw profiles first in preference to the 
non-raw versions. Overall I recommend you stick to using non-raw 
profiles as the default option for Photoshop lens corrections. 

Adobe Lens Profile Creator 

You can use the Adobe Lens Profile Creator 1.0 program to help 
characterize optical aberrations such as geometric distortion, 
lateral chromatic aberration and vignetting and build your own 
custom lens profiles. It is available as a free download. Go to the 
Lens Profiles fly-out menu and choose ‘Browse Adobe® Lens 
Profile Creator Online...’ This leads you to a page from where you 
can download the program. Basically you need to print out one 
of the supplied charts onto matt paper and then photograph it as 
described in the PDF on the website about creating lens profiles. 

Interpolating between lens profiles 

The zoom lens characteristics will typically vary at different 
focal length settings. Therefore to get the best lens profiles for 
such lenses you may need to capture several sequences of lens 
profile shots at multiple focal length settings such as at the widest, 
narrowest and mid focal length settings. The Adobe Lens Profile 
Creator program can then use the multiple lens capture images 
to build a more comprehensive profile for a zoom lens. You can 
also build lens profiles based on bracketed focusing distances. For 
example, this might be considered a useful thing to do with macro 
lenses, where you are likely to be working with a lens over a wide 
range of focusing distances. 

Lens Correction profiles and Auto-Align 

The Auto-Align feature shares the same lens correction profiles as 
those used by the Lens Correction filter dialog. This is why you 
should mostly see much improved performance in the way the 
Auto-Align feature is able to stitch photos together. Adobe have 
also added caching support so that the Lens Correction and Auto- 
Align Layers dialogs open more speedily on subsequent launches 
after the first time you open either dialog. 


Send Prohks lo Adobe 

Picas* indicate lhe option whtch best desenhes how you send nuil. 
0 Desktop Email Application 

Choose this option if you currentfy use an email appl<ations 
»uth as Microsoft Outlook. Entourag*. Eudora. or Email 

OCopy Text to ClipboArd And Send ManuAlly 

Choose this option if you currently use An Imemet email 
Service such as Yahoo. or Coogl*. or Microsoft Hotmail. You 
will then need to Add your lens profiles as email file 
attachments and send it manually to tcphlesittadobe.com using 
your Internet email Service. Please also nvake sure that you 
copy and paste the foUowmg text as part of your email body in 
your submission email. 


By sending this e-mail contaming the altached lens profile data to 
Adobe, you grant Adobe a nonexclusive, wortdnride. royahy-free 
and fulfy paid liccnse to use. modify. reproducc. publicly perform 
and display. and distnbute such lens prohle data m Products and 
Services created by or on behalf of Adobe. 



Figure 10.21 When using the Adobe Lens 
Profile Creator program you can use the File 
menu to choose ‘Send Profiles to Adobe’ 
(tíitiSB 0BCQ0) This allows you 
to share lens profiles you have created with 
other users. 


Fisheye lens corrections 

You will also see improved auto-alignment 
for fisheye photos that have been shot in 
portrait mode. However, for this to work 
properly it is necessary that all the source 
images are shot using the same camera, 
lens, image resolution and focal length. If 
these above criteria are not met, then you 
will most likely see a warning message. 
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Figure 10.22 Here you can see three 
variations of the same image. The top version 
shows the original fisheye lens photo with 
no lens corrections applied to it. The middle 
version shows the same image with an auto 
lens profile correction. The bottom version 
shows how the image looked after using 
the Adaptive Wide Angle filter with custom 
constraint adjustments. 


Adaptive Wide Angle filter 

So, if Camera Raw and Photoshop provide the ability to make 
automatic lens profile corrections, why do we also need an 
Adaptive Wide Angle filter? It does seem like an odd addition 
until, that is, you understand the logic behind this new feature in 
Photoshop CS6 and why it can be so useful. 

Essentially, the problem is this: how do you take a wide angle, 
spherical field of view and represent it within a rectangular frame? 
One approach is to preserve the spherical field of view without 
distorting the image. This is what fisheye lenses do. The other 
approach is to apply a perspective type projection, which will 
attempt to straighten the image so that straight edges in the scene 
appear straight in the image. While some rectilinear lenses can be 
very good, the problem with perspective projections is that objects 
will appear more stretched towards the edges of the frame. Round 
objects become egg-shaped and everything tends to look more 
stretched. I suppose in this instance you could sum up the problem 
as ‘how do you squeeze a round peg into a square hole?’ Artists 
over the centuries have overcome this problem by deviating from 
what would be a true perspective projection, where objects would 
appear distorted at the edges. They have sometimes combined 
multiple perspective projections in a single image, or adapted 
the perspective of some objects in a picture to avoid the effects 
of perspective distortion. They have effectively deviated from 
painting in true perspective 

In the world of photography we have so far been limited to 
what perspective projection lenses have been able to do at the 
point of capture and what programs like Photoshop can do in 
the post-processing. Whafs been missing until now has been the 
means to manipulate the field of view and determine precisely 
which lines should remain straight - something that no camera 
lens can achieve. The Adaptive Wide Angle filter is the result of 
research which carne out of Berkley University Califórnia (Robert 
Carroll, Maneesh Agrawala and Aseem Agarwala) into ‘Image 
Warps for Artistic Perspective Manipulation’. The clue here is in 
the title: this is an artistic tool that can be used to manipulate the 
appearance of a wide angle view such that you can take extreme 
wide angle photographs and apply constraint lines to create more 
natural-looking images, where the entire mapping is as shape- 
preserving as possible. This filter has a number of uses. It can be 
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used to uniquely change the perspective composition of a scene to 
produce an end result where the perspective looks more natural. It 
can be used to explore different artistic perspective interpretations, 
or it can be used to match the visual perspective in another scene. 
This could be particularly useful if you are required to blend two 
images together where it will be necessary to get the perspective 
in one image to match more closely the perspective in the other - 
something that has been impossible till now. 

If you want to test this filter out you should ideally do so with 
ultra wide angle images, such as those shot using a fisheye lens 
(see Figure 10.22) or an ultra wide perspective correcting lens, 
such as a lens with an effective 24 mm lens for a full-frame 35 mm 
SLR system or wider. You could try using this filter to edit other 
types of images, but it is really intended as a correction tool for 
extreme wide angle photos. 

The Adaptive Wide Angle filter combines the technology 
utilized in the Lens Corrections filter with Puppet Warp distortions. 
When using this filter it will not be necessary to apply Lens 
Corrections first via Camera Raw or Photoshop, and in fact, will 
work better if you don’t. After all, since this filter can be used to 
make user-indicated distortion corrections, it is better to begin 
with an image that has had no distortion corrections so far applied 
to it, especially in the case of fisheye lenses, where it would be 
trickier to use corrected fisheye images as your starting point. 
Basically, the filter allows you to indicate which lines in a scene 
should be straight or horizontal/vertical. As these constraints are 
applied, the filter smoothly applies a Puppet Warp type adaptive 
warp projection to the image between the constraint lines and 
image boundary. In other words, you define which are the salient 
lines in the image that should appear straight and the image data 
is progressively warped to match the constraints you have applied 
and will continue to update as you add more constraints. 

When correcting a fisheye lens image such as the one shown 
in Figure 10.22, it should not be necessary to apply many more 
constraint lines than one horizontal and two vertical constraints. 
Three constraint lines was all that was needed in this example to 
achieve the main distortion effect you see here. I did, as it happens, 
add a few extra constraints in order to fine-tune this particular 
image, but once the main key constraint lines had been added the 
adaptive wide angle adjustment was mostly complete. 


Optically corrected JPEGs 

Some cameras may apply automatic lens 
corrections when you shoot in JPEG mode. 
It is therefore better to shoot in raw mode 
if you intend Processing photos using the 
Adaptive Wide Angle filter 
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Constraint tool (C) 

Polygon Constraint tool (Y) 
Move tool (M) 

Hand tool (H) 

Zoom tool (Z) 


Figure 10.23 This shows the Adaptive 
Wide Angle filter tools and their associated 
shortcuts. 

Tilt-Shift lens images 

With photos that have been shot using 
atilt-shift lens the userwill have the 
opportunity to adjust the center of 
optical axis and apply a certain amount 
of perspective correction at the time of 
capture. Such photos may still benefitfrom 
being processed using the Wide Angle 
Correction filter. However, it is absolutely 
paramount that an accurate lens profile be 
available and the Auto mode selected in 
the Correction options. 

Missing lens profiles 

lf there is no lens profile available when 
you try to use the Adaptive Wide Angle 
filter you may wantto see if one is available 
online. Go first to the Lens Correction filter 
and apply it to the same image. Click on the 
Search Online button. This will show a list 
of other user-created lens profiles that may 
possibly match. You can then select one 
of these and go to the Lens Profiles fly-out 
menu and choose ‘Save Online Profile 
Locally’. This will then save the profile to 
the lens profile database on your Computer 
and automatically be available the next time 
you open the Adaptive Wide Angle filter. 


How the Adaptive Wide Angle filter works 

When you first open an image in the Adaptive Wide Angle filter it 
will search the lens profiles database to see if there is lens profile 
data that matches the image’s lens EXIF metadata. If a lens profile 
is present the Correction section of the filter dialog will show 
‘Auto’. If not, you may want to try following the instructions in 
the sidebar at the bottom of this page. What the Adaptive Wide 
Angle filter does is it reads in the EXIF lens metadata, locates 
an appropriate lens profile and, based on this, assesses which 
is the best projection method to use. When the Preview box is 
checked, the initial preview shows an initial distortion correction 
that you can then refine further using the constraint Controls. This 
initial preview will show what is known as a ‘shape conformai’ 
projection, as opposed to a perspective-accurate projection. With 
this type of projection the emphasis is on preserving shapes 
proportional to the distance from the viewer. As you add constraint 
lines you are essentially overriding this projection and telling it 
to add more perspective. Essentially, the filter lets you selectively 
apply a perspective projection to the image. 

As you apply constraints to the preview some parts of the 
image will be more squashed together and other parts will become 
stretched apart. The Scale slider can therefore be used to adjust 
the scale of the image relative to the dimensions of the original 
document. 

Appiying constraints 

It helps to understand here that because the Adaptive Wide Angle 
filter is able to use the Lens profile information for the lens the 
photo was taken with (based on your file’s EXIF metadata) it 
therefore knows how to calculate all edges as being straight. As 
I explained earlier, instead of appiying a distortion correcting 
perspective projection, the Adaptive Wide Angle filter applies a 
‘shape conformai’ projection which helps avoid the effects of wide 
angle, perspective projection distortion. As you apply constraint 
lines to the image you are selectively overriding the shape 
conformai projection and telling the filter that you want to apply 
here more of a perspective type projection. 

In use, you drag with the constraint tool (@) along an edge to 
define it as a straight line. Now, what seems to be quite magicai 
at this stage is the way the constraint line appears to know exactly 
how much to bend. Well, it’s not so magic really, as the filter 
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already knows how much to bend based on the Lens Profile data. In 
the case of the Lens Correction filter the Lens Profile data is used 
to precisely remove the geometric distortion. With the Adaptive 
Wide Angle filter it doesiTt straighten the lines unless you ask it to 
do so and it knows how much to bend the constraint based on the 
Lens Profile data. So, as you add constraints you’11 see the lines in 
your image straighten. If you hold down the key as you do so, 
you can both straighten an edge and make it a vertical or horizontal 
line. Where possible, the trick here is to use a minimum of two 
vertical constraints to apply vertical corrections left and right, plus 
a single horizontal constraint to match the horizon line. It is best to 
first align these constraints to known edges in the image preview 
and once you have done this it is easy enough to edit the constraint 
lines by clicking on the end points and dragging them to the edge of 
the frame. This is often crucial, because by doing this you are able 
to apply an even smoother correction across the entire width and 
height of the image area. Note that you can also temporarily hold 
down the o key to switch to a 100% zoom factor view, which can 
make precise placement easier. Once you have got these first three 
constraint lines to extend edge to edge, you should end up with a 
fairly satisfactory distortion where you TI only need to add further 
constraint lines where these are absolutely necessary. As you edit 
the constraints you TI probably notice how they may follow an odd 
kink here and there (this can be because the underlying mesh has so 
far been unevenly warped and the lens profile information guides 
the constraint line accordingly). 

If you select the polygon constraint tool (Q) you can make 
a succession of clicks to define an area that you wish to see 
corrected. For example, if you were to click in all four corners of 
the preview area, the effect would be similar to applying a lens 
correction to the entire image. The polygon constraint tool is 
therefore useful for correcting areas of an image where there are no 
straight lines available to reference, or where you need to correct, 
say, a building facade or a large expanse of tiled flooring. 

Rotating a constraint 

If you click to select a constraint, you TI see two handles appear on 
the constraint line. If you click on one of these and drag you will see 
an overlaying circle and you can drag to apply an arbitrary rotation 
to the constraint. A green line appears as you do this and the edited 
constraint will afterwards be colored green (see Figure 10.24). 


Converging verticais 

As with the Lens Correction filter, it is 
possible to make converging vertical 
lines, such as those on tall buildings, go 
perfectly vertical. In some instances, where 
such buildings loom large in the frame, 
it may be best not to make them perfectly 
vertical, but allow them to converge 
just slightly. When applying vertical 
constraints, you can adjust the orientation 
angle for each (see Figure 10.24). 



Figure 10.24 This shows a close-up 
section of a building where I had applied 
two vertical constraints to straighten the 
converging verticais. To keep the perspective 
looking natural, I edited the orientation of the 
constraints, setting the one on the left to 92° 
and the one on the right to 88°. 

Constraint colors 

The constraint colors are colored as 
follows. Unfixed constraints are colored 
cyan, horizontais colored yellow, verticais 
magenta, fixed orientation constraints 
green and invalid constraints are colored 
red, indicating that the constraint you are 
trying to apply can’t be calculated. 
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In this screen shot you can see a photograph that was shot with a 15 mm fisheye lens, 
opened in the Adaptive Wide Angle filter prior to making any corrections. 
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2 To start with, I selected the constraint tool and with the M key held down dragged 
across the horizon to correct the horizontal distortion at this point in the photograph. 
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3 1 again held down the key and this time added a succession of vertical constraints 
to selectively correct for the vertical distortion (plus I also added a further horizontal 
constraint nearto the bottom of the image). When I was done I clicked OK. 



4 Hereyou can see the final, corrected version. If you refer backto Figure 10.22you can 
also compare this with the original and a standard ‘lens corrected’ version. 
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Figure 10.25 This shows the Adaptive Wide 
Angle filter Correction menu options that 
includesthe Preferences, Load Constraints and 
Save Constraints options. 



Figure 10.26 This shows the Adaptive Wide 
Angle preferences dialog. 


Saving constraints 

Working with the Adaptive Wide Angle filter usually involves 
making a fair number of intricate adjustments. To keep the 
work you do in this filter editable you can save the constraints 
as a settings file. To do this, go to the Corrections menu shown 
in Figure 10.25 and select ‘Save Constraints...’ The constraint 
settings file is named the same as the image, which can make it 
easier to locate the correct constraint setting. When you need to 
load these same constraint settings you can then go to the same 
menu and choose ‘Load Constraints...’ But note that while a 
settings file can be shared with other images, it will only do so 
providing the embedded EXIF lens metadata matches exactly. The 
other thing you can do is to convert an image to a Smart Filter 
before you apply the Adaptive Wide Angle Filter. If you do this, 
you can create and save a number of different correction settings 
for a particular photo. To help you avoid losing any work, if you 
exit the Adaptive Wide Angle filter by pressing the key, you 
will see a warning dialog that reminds you to apply or save the 
constraint settings first. 

When you go to the fly-out menu shown in Figure 10.25 you 
can open the Preferences shown in Figure 10.26. This allows you 
to edit the color swatches and choose new colors for the different 
constraint guide modes. 

Calibrating with the Wide Angle Correction filter 

If you are dealing with images that have no EXIF lens data then 
the Adaptive Wide Angle filter will have nothing to work from. In 
these situations it is possible to calibrate the filter so that it is able 
to determine the curvature of the lens. As is shown in Figure 10.27, 
this is really a method that can only be applied to fisheye lenses. 

If you select the constraint tool and no EXIF lens data is detected, 
after you click to add a constraint this will produce a straight 
constraint line with a midpoint handle. What you have to do next 
is to click on the midpoint handle and drag to make the constraint 
line match a known vertical or horizontal line in the image (you 
can see this taking place in the Figure 10.27 example). After you 
have carried out this initial calibration you should find it quite easy 
to add further constraint lines to constrain the other edges. 
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Figure 10.27 Calibrating a photo with no embedded EXIF lens data. 

Editing panorama images 

It is possible to use the Adaptive Wide Angle filter to correct 
panoramic images. However, for this to work, the panorama must 
be generated using Photomerge in Photoshop CS6. This is because 
the filter relies on lens metadata information being added to the 
file as the panorama is generated, so it won’t be able to process 
older panoramas in this way. When preparing a Photomerge 
panorama you need to make sure that you use only the Cylindrical 
or Spherical projection methods and that the Geometric Distortion 
Correction option is checked (see page 529). When you open a 
Photoshop CS6 panorama image via the Wide Angle Correction 
filter, you’11 see it open in ‘Panorama’ mode. The following steps 
show how I managed to correct the distortion in such an image, 
where I had, rather ambitiously, shot the seven images that made 
up this panorama using an extreme wide angle lens. Up until now 
it would not have been possible to do much to correct the major 
distortion that can be seen in this stitched panorama. 


Matching perspective in two images 

The Adaptive Wide Angle filter can be used 
to create completely new perspective views 
and correct for tilt-shift distortions in an 
image. This aspect of the filter may prove 
useful in a retouching situation where you 
wish to correct the perspective in an image 
to help make it match the perspective 
of another when blending two separate 
images together. 
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Processing spherical panoramas 

The Adaptive Wide Angle filter can also be 
used in the way described here to process 
1:2 full-spherical (180 degrees by 360 
degrees) Photomerge panoramas. 



1 Here you can see a Photomerge image that was created in Photoshop CS6 using the 
Cylindrical layout/projection mode and with Geometric Distortion Correction checked. 
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2 When I applied the Adaptive Wide Angle Filter to the image in Step 1, itopened using the 
Panorama correction method (circled). To begin with, I held down the key to add a 
vertical constraintto the image. 
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3 Following on from this, I added further vertical, horizontal and regular constraint lines to 
correctthe distortion in the image. Since there weren’tany straight lines to align to on the 
Auditorio building, I used the polygon constraint tool to define the shape of the building. I 
hit tmm to close the polygon, which corrected the distortion inside the defined area. 



4 This shows the final, corrected version. 


Fine-tuning a polygon constraint 

You can add horizontal/vertical oriented 
constraints to just outside the edges of a 
polygon constraint as a way to help control 
the overall polygon distortion. 
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Creating a texture map 

As mentioned here and in the tutorial over 
the page, you can use any of the RGB 
channels or an alpha channel as a texture 
map. To create a texture similar to the one 
shown in the tutorial steps, try using the 
Fibers filter, which is also contained in the 
Filter o Render submenu. 


Lighting Effects filter 

For many years Photoshop had a Lighting Effects filter which, at 
the time Photoshop made the transition from being 32-bit to 64-bit 
Processing enabled, was temporarily removed. A lot of engineering 
resources were devoted to making everything in Photoshop 64-bit. 
Some components didnT make the cut and the Lighting Effects 
filter was one of those things that got quietly dropped. In part it 
was because the filter interface was rather dated and only offered 
you a tiny preview. The intention all along was to update this filter 
properly at some point. So, in Photoshop CS6, the Lighting Effects 
filter is back under the Filter o Render menu. The Lighting Effects 
filter is now driven by Photoshop’s 3D engine, allowing you to 
edit what is known as a ‘3D postcard’. The lighting Controls are 
the same as those available for full 3D rendering in Photoshop, but 
are applied to a Hat plane image surface. If you are familiar with 
the old-style Lighting Effects filter you TI notice that some of the 
original presets have been updated in this new version. When used 
properly, this filter is an occasionally useful Photoshop tool for 
applying Creative effects. 

To see the filter in use check out the step-by-step tutorial on 
pages 620-621. You will notice that Lighting Effects opens 
the image in a Full Screen mode. At the top are the Options bar 
settings shown in Figure 10.28, where you can click on one of the 
three Lights buttons to add a Spot, Point or Infinite light source. 

In the case of the Spot and Point lights you TI see a circle where 
you can drag any of the four the handles to control the positioning 
and width of the light source. In the case of the Infinite light you TI 
see the light control shown in Figure 10.29. These can be used to 
adjust the light angle and coverage as well as the effect intensity. 
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Figure 10.28 The Lighting Effects Options bar. 
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To add more lights, you can either click on the Light buttons 
in the Options bar, or PíM drag on an existing light to make a 
copy of the light. As you add more lights you TI see these appear 
listed in the Lights panei shown in Figure 10.30. 

If you create a lighting effect and would possibly like to reuse 
it, then go to the Presets menu (Figure 10.28) and save the current 
lights setting as a new lighting effect preset. To select a saved 
preset, go to the same Presets menu and select it from the list. 

Properties panei adjustments 

In the Properties panei (Figure 10.31) you can click on the menu 
at the top to switch between the three types of light sources: Spot, 
Point or Infinite. If you click on the Color box you can choose 
a color other than white for the light source. Below this is the 
Intensity slider, which Controls how bright the light will be. For 
all the following settings you can click and drag in the settings 
box or on the field name with the ü§ 2Z3 key held down to access 
the scrubby sliders (hold down the key as well to amplify 
a scrubby slider adjustment). Although the lighting Controls are 
primarily designed for editing 3D objects, these will still have an 
impact when working on a 3D postcard, 2D image. If a Spot light 
is selected, the Hotspot slider allows you to control the width of 
the hotspot. Gloss and Metallic interact with each other. In the 
context of lighting a 3 D postcard, a low Metallic setting applies 
a slightly foggy lighting effect. Unless this is something you 
specifically wish to create, I suggest you leave this at the default 
+ 100 setting. The Gloss slider can then be used to add contrast to 
the lighting effect. The default -79 setting is a good starting point 
and if you take this down to -100, you TI get a more natural, matte 
surface effect. As you increase the Gloss amount you TI be adding 
more contrast to the lighting. Ambience Controls the amount of 
background fill. With a low Ambience a lighting effect will cast 
dark shadows, while a high setting will produce more filled in, 
lighter shadows. The Ambience slider is also linked to the color 
selected in the Colorize swatch. Depending on the color selected 
here, a positive Ambience value applies an increasingly saturated 
fill color based on the Colorize swatch color. A negative Ambience 
applies the inverse of the Colorize swatch color. The Texture menu 
allows you to select a channel or alpha channel to use as a texture 
map and below that there is a Height box to determine the texture 
height (a higher amount will produce a more pronounced texture). 



Figure 10.29 The Infinite light control. 



Figure 10.30 The Lights control panei. 



Figure 10.31 The Properties panei. 


619 












































Martin Evening 


Adobe Photoshop CS6 for Photographers 


EH 


Pieitli: | Croiiiiq Qqmi ! 



X 

■H 

Ughrs | 





<S> 

r 

ifMt Light 1 

<s> 


Spot Light 2 



1 This shows a photograph opened in the Lighting Effects filter. To start with I went to the 
Presets menu in the Options bar and selected the ‘Crossing Down’ preset lighting effect. 




2 This added two Spot light sources. I clicked on the light control shown above in Step 1 
and dragged the handles to make the light coverage area smaller and more focused on the 
area seen here and edited the light source settings, reducing the Spot light Intensity. 
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3 1 then wentto the Lights panei and selected the other light source. Here, I selected a 
presaved Alpha 1 channel as a texture source. With the Height set to 3, this added a fibrous 
texture to the photograph, which responded to the angle and other light source settings. 




4 Here is the final, filtered version. 
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Full filter access 

You’11 notice thatwhen the ‘Showall 
Filter Gallery Groups and Names’ option 
is deselected in the Photoshop Plug-ins 
preferences (the default setting) this limits 
the number of filters listed in the main 
Filter menu submenus. The Filter Gallery 
gives you access to the remaining 47 
‘artistic’ filter effects, which are otherwise 
hidden (unless you enable the above 
option). 


Filter Gallery 

To use the Filter Gallery, select an image, choose Filter Gallery 
from the Filter menu and click on the various filter effect icons 
revealed in the expanded filter folders. The filter icons provide a 
visual clue as to the outcome of the filter, and as you click on these 
the filter effect can be previewed in the preview panei area. This 
gives you a nice, large preview for many of the Creative Photoshop 
filters. As you can see in Figure 10.32, you can combine more than 
one filter at a time and preview how these will look when applied 
together. To add a new filter, click on the New Effect Layer button 
at the bottom. As you click on the effect layers you can edit the 
individual filter settings. To remove a filter effect layer, click on the 
Delete button. 
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Figure 10.32 The Filter Gallery. 
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O ne of the consequences of working with digital images in 
Photoshop is that you will soon find yourself stmggling 
to cope with an ever-growing collection of image files. In 
order to address this, you’11 want something more than the system 
folder browser with which to preview and access all the files that 
are stored on your Computer system. At a minimum you need some 
kind of file browser program that allows you to preview images 
easily, choose which ones you want to open in Photoshop and 
carry out basic file management tasks such as rating the images 
you like best and adding metadata. 

I should point out that with Bridge CS6, not a lot has changed 
compared with the CS5 version. Bridge is now 64-bit enabled. 
There have been a few interface tweaks and if anything this version 
is more notable for what has been removed, such as the ability to 
preview a Web output within the Output Preview panei. Also, the 
Mini Bridge extension panei has been much stripped down now. 


623 


Martin Evening 


Adobe Photoshop CS6 for Photographers 


Bridge alternatives 

Operating systems may in future offer 
better image browsing tools and on the 
PC platform it is interesting to note how 
the Vista operating system contains a 
photo browser that offers improved image 
navigation for photographs. If you are 
using the Macintosh OS X 10.6 operating 
system or later you can use the Spacebar 
to quickly preview selected images, or 
use the Cover Flow View folder navigation 
mode to visually inspect the contents of a 
folder. In the meantime, there are several 
dedicated File Browser programs on the 
market that can help you manage your 
images better, such as PhotoMechanic™. 
There is also Phase One Media Pro™, 
which is more than just a File Browser; it 
is also a sophisticated database cataloging 
program that allows you to manage your 
images efficiently and quickly. More 
recently, we have seen the emergence of 
digital photography workflow programs 
such as Apple’s Aperture™ and Adobe 
Photoshop Lightroom™, which are 
designed to provide a complete workflow 
management solution from the digital raw 
Processing stage through to image library 
management and print output. 


The Bridge solution 

Bridge is included with Photoshop, as well as being part of the 
Creative Suite package. Bridge is best described as a dedicated 
file browser program, which also integrates smoothly with Adobe 
Camera Raw, allowing you to open your raw image files (assuming 
your camera’s raw format is supported) and manage the Camera 
Raw settings. Bridge may not be as sophisticated as some of the 
other programs mentioned in the sidebar, but it does provide a 
direct way to manage the photographs you intend working with in 
Photoshop. On the plus side, Bridge comes free, and it integrates 
nicely with all the programs in the Adobe Creative Suite, as well 
as many other programs. It also contains most of the tools you 
need to import and manage your images, plus Bridge allows you 
to work directly with the automation tools in Photoshop, such as 
Photomerge and the Image Processor. The interface has been much 
improved since Bridge CS4. It offers easy workspace switching, 
one-click full screen previews and revised Collections features. 
There is also a separate Mini Bridge in the form of an Extension 
panei for Photoshop that IT1 be discussing in more depth towards 
the end of this chapter. Bridge’s performance has been improved 
since earlier versions, but it still doesnT seem to operate quite as 
fast as some other browser and cataloging programs. There are 
built-in Web and PDF output features, but these too remain as slow 
as ever, plus inputting metadata and keywords is still an awkward 
process. 

Configuring the General preferences 

First things first, let’s go to the Bridge preferences and look at 
the General settings (Figure 11.1). These are located in the Edit 
menu in Windows and the Bridge menu in Mac OS X. The first 
section contains the Appearance Controls where you TI notice you 
have the same Color Theme options as you have in the Photoshop 
preferences. This means you can easily match the Bridge user 
interface to whatever theme you have had selected in Photoshop. 
You can also override this by adjusting the User Interface and Image 
Backdrop sliders to create your own desired interface brightness 
setting. The Accent Color menu offers a range of color options for 
accentuating the image highlighting and Bridge menu items. You TI 
also note how the Default color switches between orange and blue, 
depending on the User Interface Brightness setting. 
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In the Behavior section you can choose to make Adobe Photo 
Downloader launch by default whenever a new camera card is 
inserted (or if the camera is connected to the Computer directly). 
The ‘Double-Click Edits Camera Raw Settings in Bridge’ option 
allows you to override the default behavior and forces Bridge to be 
the program that always hosts the Camera Raw plug-in. The ‘ El 
QgJ-click Opens the Loupe When Previewing or Reviewing’ option 
applies to the Preview panei and Review modes so that the loupe 
only shows when the 1:1 Qg) key is held down. Meanwhile, the 
Bridge program maintains a list of the most recently visited folders 
to enable fast and easy access. The default number is 10, but you 
can increase this number if you want. The Favorite Items section 
contains checkboxes that allow you to select which items you 
want to see appear listed in the Favorites panei (see Figure 11.30) 
and lastly, the Reset button, which can be used to reset all the alert 
warning dialogs in Bridge. 


Open anything 

Most files can be opened via Bridge. Well, 
almost anything. You can think of Bridge 
as being like an advanced file navigation 
dialog for all the programs in the Adobe 
Creative Suite, although you are not just 
limited to opening CS6 Creative Suite 
documents. For example, you can also 
open things like Word files in the Word 
program via Bridge, plus you can drag and 
drop documents from the Bridge window 
to an externai folder or vice versa. 
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Figure 11.1 The Bridge General preferences. 
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Adding new folders 

Newfolders can be added by choosing 
New Folderfrom Bridge’s File menu 
oryou 

can fSBl right mouse-click in the Content 
area and choose ‘New Folder’ from the 
contextuai menu. 

Override JPEG Camera Raw settings 

You can also edit JPEG and TIFF images 
via Camera Raw, but be warned that this 
added capability can also lead to confusion 
when opening images. Basically, you can 
use the Camera Raw preferences (page 
166) to determine how JPEG and TIFF 
images are handled. Here, you can disable 
the ability to open JPEGs and TIFFs via 
Camera Raw, you can enable automatic 
opening of all supported JPEGs and 
TIFFs, or you can enable the automatic 
opening of only those JPEGs or TIFFs 
that have previously been processed via 
Camera Raw. To override these last two 
preferences, hold down the key as 
you double-clickto open the image. If 
Camera Raw settings have been added to 
an image previously, these will be applied 
as you open. If there are no Camera Raw 
settings associated with an image, it will 
open directly in Photoshop as normal. 


Launching Bridge 

The Bridge interface is shown in Figure 11.2. You can launch 
Bridge by going to the File menu in Photoshop and choosing 
‘Browse in Bridge... ’ Or, you can use the iSfliEgQ 

or ÜTlEgflffipJ shortcuts. Note here that both these 

commands can also be used when you wish to go from Bridge back 
to Photoshop. To open an image from Bridge, simply double-click 
a thumbnail or press the jgjJEp or (key and the image will 
open directly in Photoshop. If you want the Bridge window to close 
as you open the image, then simply hold down the ^9 key 
as you double-click. Now, if you refer back to Chapter 3, you will 
remember how opening Camera Raw files will vary depending on 
how the Camera Raw preferences had been configured. When you 
double-click on a raw image file thumbnail, or multiple thumbnails 
in Bridge, this normally opens the raw images via the Adobe 
Camera Raw dialog hosted by Photoshop, and if you go to the 
File menu in Bridge and choose Open in Camera Raw... ( fülf gE 
the images will open via the Camera Raw dialog hosted 
by Bridge. The subtle distinctions between which application hosts 
Adobe Camera Raw are elaborated on further in Chapter 3 (and also 
in the sidebar on the left), but essentially a double-click opens a raw 
file via Camera Raw in Photoshop and Í?I0 opens via 

Bridge. If you hold down the key as you double-click, you can 
open a raw image bypassing the Camera Raw dialog completely. 


Rotating the thumbnails and preview 

To adjust the way the thumbnails are displayed in the Content 
panei, you can drag the Zoom slider at the bottom of the Bridge 
window or use BUO gg|Q to make the thumbnails bigger and 
use 1=1 0 Qg/O to make the thumbnails smaller in size. Note, 
if you click on the ‘Lock thumbnail grid view’ button (bottom of 
Figure 11.2) you can lock the thumbnail grid so that as you resize 
the Content panei area the number of columns remains locked. 
You can apply 90° rotations to the thumbnails using the Rotate 
commands in the Bridge Edit menu or use the following keyboard 
shortcuts: BHQ MÊO rotates a thumbnail anti-clockwise and 
iliQ Qg)Q rotates a thumbnail clockwise. Alternatively, you 
can use the Rotate buttons in the top left section of the Bridge 
window. Note that this doesnT physically rotate the images in 
Photoshop just yet; the image rotation only takes place when you 
actually open the image. 
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Figure 11.2 The Bridge interface. 
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Workspace shortcuts 

You can also make different workspace 
settings active by using the| 
üfl through to | 
keyboard shortcuts (where | 

223Q selects the ‘Essentials’ 
workspace). Note though that when you 
create a new workspace setting, this shifts 
the keyboard shortcut assignment along 
one in the orderthe shortcuts appear 
listed, so just be aware that the above 
shortcuts will update each time you save a 
new workspace setting. 



Name: Photo Editing 

i Save } 

M SM WifldM LOíirk»r> u Pirl úí WaHuplH 

( C«nc«l “) 
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Figure 11.3 To create a new workspace 
setting, go to the Window menu and choose 
Workspace o New Workspace... 


Arranging the Bridge contents 

You can customize the visibility and order of the various paneis 
and rearrange the Bridge layout to suit your own particular 
requirements. For example, you can click on the Workspace 
settings buttons shown in Figure 11.4 to quickly switch between 
the different pre-configured Bridge workspaces. These include 
workspaces for different kinds of Bridge tasks such as Filmstrip 
viewing or Metadata editing. Or, you can set about creating your 
own custom workspace layout. To do this, go to the Window menu 
where you can highlight a panei item to toggle making it either 
hidden or visible. Now mouse down on the panei and try dragging 
it to a new position, or create a new grouping arrangement in either 
of the three main panei sections. The panei sizes can be adjusted in 
height by dragging the horizontal panei dividers. You can double- 
click a Panei tab to quickly collapse the panei contents to show 
the tab only and double-clicking the Panei tab expands the panei 
contents to its former size again. If you double-click on a panei 
divider (as shown in Figure 11.5) you can collapse all the paneis in 
that section, plus if you hit the key, you can toggle collapsing 
or revealing both the side paneis. When you have finished 
adjusting the Bridge layout, you can save it as a new custom 
workspace setting. To do this, go to the Window menu and choose 
Workspace o New Workspace... This opens the dialog shown in 
Figure 11.3, where you have the option to include both the window 
location and sort order setting as part of the overall workspace 
setting. The new workspace setting will then appear first in the 
Window o Workspace menu list. 

You can also rearrange the order of the thumbnails in the 
Content panei by dragging them. This changes the sort order to 
‘Sort Manually’ and this new sort order will remain sticky until 
such time as you change it again. Lastly, you can follow the 
instructions in Figure 11.6 for shrinking the Bridge window. 


f ESSENTIALS 

FILMSTRIP METADATA OUTPUT KEYWORDS PREV1EW LICHT TABLE FOLDERS ▼ 

| 

& 


H H * ★ - Sort Manually - A 
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Figure 11.4 This shows an enlarged viewof the Workspace settings list. If the list is 
partially obscured, then mouse down on the divider line circled here and drag it out to the 
leftto reveal the full workspace list options. 
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Figure 11.5 The panei arrangements in Bridge can be customized to suityourown 
preferred way of working, plus the thumbnails can be moved around within the content 
area, as if you were shuffling photographs on a lightbox. If you double-click on a Panei 
tab, such as I have done here with the Keywords panei (circled in blue), this collapses 
the panei to just a tab. The panei sizes can also be adjusted by dragging on the vertical 
and horizontal dividers, and if you double-click on the divider bar (circled in red) you can 
toggle showing and hiding the side panei sections. In this example, you can see how I 
expanded the Preview panei to see a large preview of the selected thumbnail image. 
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Figure 11.6 To shrink the Bridge window 
in size, click on the ‘Switch to Compact Mode’ 
button (circled here in blue), and click on 
this button again to restore the window to 
the original view mode and size. Note that 
Compact mode Bridge Windows remain in the 
foreground, in front of any documents or other 
programs. To change this behavior, go to the 
compact Bridge fly-out menu and deselect 
‘Compact Window Always on Top’. 


Customizing the paneis and content area 

Lefs now step back a bit and look more closely at how the Bridge 
interface is structured. Essentially, the Bridge window interface 
consists of three adjustable sections and these are used to contain 
the individual Bridge paneis, with a main Content panei that is 
always visible in the middle. The individual paneis can be adjusted 
vertically as well as horizontally and placed in any section of the 
Bridge interface. Meanwhile, the Content panei has Thumbnails, 
Details and List viewing modes, and you can switch between these 
by going to the View menu, or by clicking on the buttons in the 
bottom right section of the Bridge window. By combining different 
panei layouts with these three Content panei viewing modes, 
it is possible to achieve a wide variety of workspace layouts. 

In Figure 11.7 you can see a bare bones layout of the Bridge 
interface, where only the Content panei is visible in the middle. In 
Figure 11.81 have shown a Bridge layout where the Content panei 
area remains in the Thumbnails view mode and the Folders panei is 
now visible on the left. In Figure 11.9,1 added a Metadata panei to 
the left panei section and switched the Content panei area view to 
the Details view mode. 



Figure 11.7 Here is a basic view of the three panei sections that make up the Bridge 
interface, where just the Content panei is visible (you can’t hide the Content panei). 
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Figure 11.8 You can make more paneis visible by going to the Window menu in Bridge 
and highlighting the ones you wish to add (those paneis that are already visible will have a 
tick mark next to them). Here, I made the Folders panei visible within the left panei section. 



Figure 11 -S Here, I made the Metadata panei visible, adding ittothe panei section on 
the left, plus I switched the Content area to the Details mode by clicking on the ‘Details’ 
view button (circled). 
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Content panei scrolling 

The Content panei has a small menu icon 
in the top right corner, where if you mouse 
down, you can select a Horizontal, Vertical 
or Auto scrolling layout (this is circled in 
Figure 11.10). You can use this menu to 
force the thumbnails in the Content panei 
to scroll vertically (which is the default 
used for most of the workspace layouts) or 
scroll horizontally (such as in the Filmstrip 
workspace layout in Figure 11.11). If you 
select Auto, Bridge automatically works 
out which direction is best to scroll the 
thumbnails in. 


Bridge workspace examples 

Let’s now look at just some of the available workspace settings. 
The Light Table layout shown in Figure 11.10 is useful should you 
wish to maximize the Content panei size and have it fill the screen. 
The Filmstrip setting shown in Figure 11.11 (lülB ^Q©) 
is great for editing large photos as it uses a large preview panei 
size with a Horizontal filmstrip running along the bottom of the 
window and you can use the left and right keyboard arrow keys to 
navigate through the filmstrip thumbnails. These two workspaces 
provide nice simplified Bridge layouts that are ideal for navigating 
photographs. If you look closely, you will notice that the Content 
panei has a fly-out menu for managing the Content thumbnail 
layout (see sidebar). For example, you could create a vertical 
filmstrip layout using a narrow Content panei in the middle section 
(set to vertical scrolling) combined with a large Preview panei 
in the right column. Figure 11.12 shows the Keywords layout 
( 1510 gfilQ) where the focus is on the Keywords panei and the 
Content panei is in Details mode, displaying the main essential 
image data alongside each thumbnail. 



Figure 11.10 Here isaview of a Bridge window configured using the Light Table 
workspace preset (note the Content panei layout options shown top right). 
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Figure 11.11 The Filmstrip workspace (El flb WSífÊ) combines a large Preview 
panei with a narrow Content panei that runs along the bottom using a Horizontal scrolling 
layout. 


14 - Adobe Sfidq* 



Figure 11.12 The Keywords workspace (E1I39 WMÊ) displays the Content panei 
in Details view mode with the Favorites, Keywords, Filter and Export paneis on the left. 
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Synchronized displays 

lf you choose Window o New 
Synchronized Window íiü BÍM 
tSfiàfàlà iJk) you can create two 
synchronized Windows. These can be on 
the same monitor screen, oryou can have 
one on each display. For example, you 
could have one window displaying a Light 
Table workspace and the other using the 
Preview workspace. 


Working with multiple Windows 

You can also have multiple Bridge window views open at once. 
This allows you to view more than one folder of images at a time, 
without having to use the Folders panei or window navigational 
buttons to navigate back and forth between the different image 
folders. That’s not all though, because multiple Windows can also 
make it easier to compare images side by side when reviewing a 
collection of images, such as in the Figure 11.13 example shown 
below. 



Figure 11.13 In this example I pointed Bridge ata folder of images using a modified 
Preview workspace layout, where single images could be previewed large in the Preview 
panei and the Content panei used to display a vertical filmstrip of thumbnails. I then 
chose File o New Window to create a duplicate window view and dragged this off to the 
right. I was then able to navigate through the image thumbnails in the second window and 
compare alternative shots with the one displayed in the first window. 
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Slideshow mode 

The Bridge Slideshow feature is useful for showing on-screen 
presentations, but I think you will find that the Slideshow viewing 
mode also offers a nice, clear interface with which you can edit 
your pictures; one thafs devoid of all the clutter of the Bridge 
window interface. Figure 11.15 shows the Bridge Slideshow in 
Full Screen mode, where you have access to all the usual image 
rating Controls. As you review edit a folder of photos, you can use 
the Q @ keyboard arrow keys to progress through the shots and 
you can use the apostrophe key ( 0 ) to toggle adding or removing 
a single star rating, or use the 0 key to increase and the 0 key 
to decrease the overall star rating. To access the Slideshow settings 
(including the slide transitions and zoom options) go to the View 
menu and choose Slideshow Options... (Figure 11.14) 



Figure 11.14 Slideshow Options dialog. 



Figure 11.15 The Bridge window contents can be previewed in Slideshow mode by 
choosing View o Slideshow íiTiW 00). Press 0 to call up the Slideshow 
commands menu shown here, where you’ll note that you can also use the QO keys to 
zoom in and out during playback. There is also a triple-click shortcut for zooming into the 
corners at 100%, but in practice ifs rather complicated to use. 
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Limiting the preview generation 

lt can take a long time for Bridge to 
generate preview images of large image 
files. If you have the Maximize PSD and 
PSB File Compatibility preference turned 
on (see page 106) the layered PSD files 
will generate a composite image layer 
when saved and this can certainly reduce 
the time it takes to build each preview 
in Bridge. If you limit the file size for 
rendering previews using ‘Do not process 
file larger than: x MB’ this can also help 
speed up the time it takes to build a cache 
of previews of very large files. 
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Figure 11.17 Up to fouradditional lines of 
metadata can be added beneath the thumbnails 
in Bridge. You can use the iliil QQQ 
keyboard shortcut to toggle hiding and 
showing the text information that appears 
belowthe image thumbnails in the content 
area. 


Thumbnail settings 

If you go to the thumbnail quality options menu in the Bridge 
window you can choose a policy for the thumbnail generation 
(Figure 11.16). Prefer Embedded uses whatever previews it finds 
and makes the browsing of non-cached images faster (you can also 
click on the button to the left to switch to this mode). The ‘High 
Quality On Demand’ option aims to rebuild accurate previews, 
but only when you actually click to select a thumbnail. Lastly, the 
‘Always High Quality’ option rebuilds the thumbnails for all files it 
encounters that are not already stored in the Bridge cache. 

If you go to the Bridge Thumbnails preferences (Figure 11.18) 
you can limit the thumbnail generation to files that are of a certain 
size or lower (setting a lower limit can help speed up the thumbnail 
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v Always High QuaNty 


Generate 100% Previews 


Figure 11.16 The Thumbnail quality options. 
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Figure 11.18 The Bridge Thumbnails preferences. 
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generation). In the Details section you can have extra lines of 
metadata appear beneath the thumbnails in the content area (as 
shown in Figure 11.17). The Show Tooltips option is useful if you 
want to learn about each section of the Bridge interface, and does 
ais o allow you to read long file names in the Bridge content area 
more easily. 

Cache management 

From the moment you open an image folder in Bridge, the program 
sets to work, building the thumbnails and previews, reading in 
the image file metadata as it does so and taking into account 
things like: Camera Raw edits, image rotation instructions, file 
ratings and labeling. It speedily generates the low res thumbnails 
first before running a second pass to build the higher resolution 
thumbnail previews. This is quite a lot of information that Bridge 
has to process, and if it is your intention to use Bridge to manage 
large collections of images (especially large numbers of raw files), 
it will appear frustratingly slow unless you have a fast Computer. 

The information that is built up during this process is stored in 
the form of ‘cache data’, which has two components: the image 
metadata and the preview cache. Every time you open a folder, 
Bridge checks to see if there is a cache for that folder located in the 
Username/Library/Caches/Adobe/Bridge CS6/Cache folder (Mac 
OS X), or Username\AppData\Roaming\Adobe\Bridge CS6\Cache 
(PC). Note you can change this location via the Cache preferences. 
If a cache is present, the inspected folder displays the archived 
thumbnails, previews and metadata almost instantaneously. This 
works fine so long as the folder is being inspected on the Computer 
that created it and the folder name has not changed since the cache 
was created. If these two conditions are not met, then Bridge has to 
start all over again and build a fresh cache for that folder. 

Proprietary raw files present a particular problem because the 
Camera Raw database stored in the Username/Library/Preferences 
folder (Mac), or Usemame\AppData\Adobe\CameraRaw folder 
(PC), is the only place where the metadata information such as the 
image ratings and Camera Raw adjustments can be kept, that is 
unless you go to the Camera Raw preferences (Figure 11.19) and 
choose to save the image settings to the sidecar “.xmp” files. When 
you do this, the metadata information is saved to the XMP sidecar 
files that are stored alongside each raw image (Figure 11.20). 
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Figure 11.19 The Camera Raw General 
preferences. 
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Figure 11.20 If the Camera Raw 
preferences are set to save .xmp files as 
sidecar files, you will see sidecar files like this 
appear alongside a raw image file that has 
been modified via Bridge. 

XMP and Sidecar files 

File-specific information that can generally 
be read by other programs, such as the 
custom IPTC metadata and Camera Raw 
settings (Adobe programs only), are 
normally stored in the file header XMP 
space. However, because proprietary 
raw files are an unknown entity it is only 
safe to store such data within the Camera 
Raw database or a separate XMP sidecar 
file that traveis with the raw file when 
it is moved from one folder to another. 

The sidecar files are also renamed if the 
original master is renamed. 

Rebuilding the cache 

The underlying Bridge database has 
migrated from MySQL to SQLite. As a 
result of this the central preview cache 
will have to rebuild all previews when you 
update to Bridge CS6. You may find it 
helps to prompt Bridge to update the cache 
for important folders by choosing Tools 
o Cache o Build and Export Cache and 
check the ‘Export Cache to Folders’ option. 
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Enabling Backward compatibility 

lt is a good idea to switch on the Maximize 
the PSD and PSB compatibility option in 
the Photoshop File Handling preferences. 
This forces Photoshop to save a flattened 
version of the image when saving a file 
using the PSD and PSB formats. This 
in turn can speed up the writing of the 
preview cache file. 
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Figure 11 .21 lf you go to the Tools o 
Cache submenu, you can choose ‘Build and 
Export Cache’. This opens the dialog shown 
above, which lets you force-build a cache for 
the selected folder and any subfolders. You 
have additional optionsto select‘Build 100% 
Previews’ and ‘Export Cache to Folders’. 


Obviously, it is important to make the metadata and preview 
cache information accessible, which is why it is a good idea in 
the Cache preferences (Figure 11.22) to choose ‘Automatically 
Export Cache To Folders When Possible’. Bridge then 
automatically updates the cache by adding a couple of cache 
data files within the same image folder (which will normally be 
hidden from view). The advantage of doing this is that it does not 
matter if you move or rename a folder, because the image cache 
will always be readable. This is especially important if you are 
about to share a folder of images that you have edited in Bridge 
with another Bridge user, or you are about to archive pictures you 
have edited to a CD or DVD disc, as this ensures the cache data is 
always preserved. Sometimes a cache may appear out of date and 
require a forced update. To do this, go to the Tools o Cache menu 
and choose the ‘Build and Export Cache’ option (Figure 11.21). 
You can use this to force Bridge to prioritize building a cache for 
not just the current targeted folder, but include the subfolders as 
well. For example, you might find it beneficiai to get Bridge to 
cache large folders of images during idle times, such as at night 
when you are asleep. The other Cache preference items let you 
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Figure 11.22 The Bridge Cache preferences. 
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manage the cache. If the ‘Keep 100% Previews in Cache’ option is 
selected, this potentially increases the size of the cache, but you’ll 
have faster access to the full-sized previews. The cache size itself 
can be limited in size to a set number of files. As more files are 
cached, the older cache items get deleted, so increasing the cache 
size limit means more cache data is preserved, but at the expense 
of increased disk space usage. The Compact Cache and Purge 
Cache items can also be used to keep the cache size under control. 


Automatic Bridge launch 

If you check the ‘Start Bridge at Login’ 
option in the Advanced preferences, you 
can get Bridge to launch automatically 
each time you start up the Computer. 


Advanced and miscellaneous preferences 

Bridge by default uses hardware acceleration to drive the graphics 
display, but if you are working with an underpowered graphics 
card you may find it better to check ‘Use Software Rendering’ in 
the Advanced section of the Bridge preferences (Figure 11.23) 
and relaunch Bridge. The ‘Generate Monitor-Size Previews’ 
option ensures that the cached previews are big enough to fill 
the screen, such as when using the Slideshow or Review modes. 
The International section allows you to regionalize Bridge for 
international languages and for use with international keyboard 
designs. Note that the changes applied here only come into effect 
after you relaunch Bridge. 
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Figure 11.23 The Bridge Advanced preferences. 
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Figure 11.24 lf you select a document 
in Bridge and click the key, the top 
dialog gives you the option of rejecting or 
deleting the file. If you click to delete, a second 
dialog (below) asks you to confirm that you 
are about to send the selected file or files to 
the Trash (Mac) or Recycle bin (PC). 



Figure 11.25 Thisshows howthe 
thumbnail for a stacked group of files will look 
inthe contentarea. 


One-click previews 

With Bridge you can use the Spacebar to quickly preview an 
image at a full size on the display. Once you are in the full display 
preview mode, you can click with the mouse to enlarge a photo 
to 100%, click to return to the full screen view again and use the 
arrow keys to navigate to the next or previous photo. To return to 
the Bridge window, just click the Spacebar again. When it comes 
to picture review editing, one-click editing offers a speedy and 
more controllable alternative to the Slideshow view mode. You can 
navigate easily from one photo to the next and add ratings or labeis 
as you edit. It’s simple and effective. 


Deleting files 

You can use the key to delete selected files. This pops the 

dialog shown in Figure 11.24 asking if you want to reject the file, 
or actually delete it. Marking as a reject marks the file with the 
word ‘Reject’ in red (you can also use the 

shortcut to mark rejects). You can then use the Filter panei to select 
the ‘mark as rejected’ images only and delete them as required. 

If you click on the Delete button this pops another dialog asking 
you to confirm the deletion. This removes the thumbnail from the 
Bridge window and sends the original file to the Trash (Mac) or 
Recycle bin (PC). Even so, files won’t be permanently deleted until 
you empty the contents of the Trash (Mac)/Recycle bin (PC) at 
the operating system levei. Note, clicking the Delete button (m) in 
Bridge takes you straight to the ‘are you sure you want to remove’ 
dialog as does jjll l tifltoaaá . Also, when deleting folders 
via Bridge, you can only do so if they are empty. 


Stacking images 

You can use the Stack menu in Bridge to group files into stacks 
(see Figure 11.25). In the screen shot steps shown opposite you can 
see an example of how selected files can be grouped in this way. To 
use this feature, select two or more files, go to the Stack menu and 
choose Group as Stack (E§© Qg|©). This groups the images, 
indicating they are part of a stack with a number showing how 
many files are included in the stack. To ungroup images from a 
stack, use: EIrw m tH (88I M@ . To expand a stack use: lüB 
Sffl P and to collapse a stack again use: Iüt8 tSfiH A If you 
want to expand all stacks use: IühB feüiÉBl C and if you 
want to collapse all stacks use: ITI fcafl 
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Here, three thumbnails have been selected in the Content panei. To group these images 
into a stack, I used the ü§@ GJ3@ shortcut. 



- ► - o i 

Computer > M Ubrjry-HO > M fenonel Photo 


fllMSTWP MFTADATA OUTfUT ▼ 

II ♦ * 


2 Here, you can see how the files were displayed in the Content panei area when the 
stack was expanded. For this step, I selected the best exposed image (the middle one in 
the group shown in Step 1) and chose Stacks o Promote to Top of Stack. This made the 
selected file the key image used to identify all the images in the stack. 
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Figure 11 -26 This shows the Stacks Auto- 
Stack Panorama/HDR command. 


Auto-stacking 

Earlier in Chapter 7 we looked at how to merge bracketed exposure 
images together and in Chapter 9, how to use Photomerge to blend 
overlapping image sequences to build panorama images. In Bridge 
you can use the Stacks o Auto-Stack Panorama/HDR command 
(Figure 11.26) to auto-stack such images. The way this works is 
that Bridge scans the images in a selected folder and where it finds 
two or more images that have been shot within an 18 second time 
frame, makes these candidate photos for a panorama or Merge 
to HDR image set. Once it has done this, it further analyzes the 
images using Photoshop’s auto-align technology. If a sequence of 
images overlap by 80% or less, these are logically assumed to be 
part of a panorama sequence. Where a sequence of images overlap 
by 80% or more and the EXIF data shows that the exposure values 
are changing by one or more stops, these are assumed to be part 
of a Merge to HDR pro set. Using this logic, Bridge is then able 
to organize photos into stacks and at the same time create and 
store metadata information that can be used later by Bridge to 
auto-process the stacked images either as panoramas or as Merge 
to HDR sets (Figure 11.27). The auto-stack feature generates a 
hidden XMF file that is added to the folder and this Stores the 
‘how-to-process’ information. The processing can then be done 
later by choosing Tools o Photoshop o Process Collections in 
Photoshop (Figure 11.28). In actual fact, you can carry this step 
out directly, without applying an auto-stack first. When you apply 
this command, the images that have been auto-collected into stacks 
are automatically processed in Photoshop. Now, the plus sides of 
this feature are that it will benefit large volume panorama or HDR 
shooters (especially the ability to group photos into stacks). On 
the downside, there is no interface that can be used to modify, say, 
the time frame period from anything other than 18 seconds. There 
is also no interface that allows you to choose specific options 
when generating the Photomerge composites. The reliability with 
which auto-stack manages to successfully detect the images is also 
rather hit and miss. When it works well it has the potential to be 
a powerful tool, when it doesnT, you TI just have to redo the work 
manually. Overall, it’s an interesting innovation that will hopefully 
be improved upon in future Bridge updates. 
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Figure 11.27 Here, you can see a Bridge windowviewwhere I had selected the Auto- 
Stack Panorama/HDR command and the panorama candidate photos were automatically 
grouped into stacks. 



Figure 11.28 Here you can see the same folder after I applied Tools o Photoshop o 
Process Collections in Photoshop. This generated three HDR files and saved them as PSD 
files. I was then able to open these and apply HDR Toning image adjustments to each. 
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Figure 11.29 The Folders panei displays 
a complete list tree view of all the folders on 
your main hard drive and any other mounted 
disks. Bridge allows you to drag and drop 
folders with ease within the Content panei 
area and Folders panei areas, as well as drag 
directlyto externai folders. 



Figure 11.30 The Favorites panei contains a 
list of Standard folder locations, plus you can 
add your own custom folders. 


Bridge paneis 

Lefs now take a look at some of the individual paneis in Bridge 
and what they can do. 

Folders panei 

The Folders panei (Figure 11.29) displays an expandable list tree 
view of the folder contents for all the drives that are currently 
connected to the Computer. Figure 11.31 shows how you can 
also use the file path directory to quickly navigate to altemative 
folder destinations. When you highlight a folder in the Folders 
panei, all the files in that folder are displayed as thumbnails in the 
Content panei area on the right (note that Bridge is only able to 
create previews of image files it already understands or has a file 
import plug-in for). While this is happening, Bridge writes a folder 
cache of all the image thumbnails and previews, which is stored 
in a central folder location; although, as was pointed out on pages 
637-638, you can configure the Bridge preferences so that the 
cache information is exported locally to the image folder as well. 
This saved cache should make the thumbnails appear quicker the 
next time you visit a particular image folder. If a folder contains a 
cache that was exported from Bridge CS6 or earlier, Bridge will be 
able to read it, but earlier versions of Photoshop will not be able to 
interpret Bridge CS6 cache files. 

Favorites panei 

The Favorites panei (Figure 11.30) provides a set of shortcuts to 
various folder locations, such as the Desktop or Pictures folder. 

The items that appear in the Favorites panei are determined by the 
Bridge General preferences (see page 625), but you can also add 
your own favorites by dragging a folder from the Content panei 
across to the Favorites panei list. 
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Figure 11.31 You can also use the file path name for folder navigation. Ifyou mouse 
down on the arrow icons, this calls up a menu list for all the other folders available at the 
same root levei. 
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Preview panei 

The Preview panei (Figure 11.32) displays large previews of the 
selected files and as you will have seen already (such as in Figure 
11.11), the Preview panei can be adjusted to make the preview 
area as big as you like. When more than one image is selected 
in the Content panei the Preview panei displays all the images at 
once up to a maximum of nine images. If you need to inspect any 
more than this, you are better off using the Review mode (see the 
following page). 

If you click anywhere in the Preview panei, this reveals a 
loupe magnifying glass adjacent to the point where you clicked. 
This displays that section of the preview image at a 1:1, actual 
pixels view inside the loupe (but see the sidebar on tlÜ Hffl key 
behavior). You can then use the QB keys to zoom in (up to 
800%) or zoom out again. To close, click inside the loupe. To 
reposition it, simply click anywhere inside or outside the loupe and 
drag with the mouse. You can have an active loupe on each image 
in the Preview panei: just click to add a new loupe, and if you want 
to synchronize the loupe position so that you can compare close-up 
details in two or more images at once, hold down the lÜ Bffll key 
as you drag the loupe. 


Rotating loupe 

When you work with the loupe tool and 
drag it to the corner of a preview image 
you may sometimes see the loupe spin 
round to reveal the corner details of the 
image. This is normal, intended behavior. 

Í 3Q9 key behavior 

As was pointed out earlier, if you go to 
the Bridge General preferences, there 
is an option you can select where a 
ülBffl-click is required to initiate 
opening the loupe (instead of just clicking). 
This preference has no effect on using the 
ülBffl key to synchronize the loupe 
scrollingthough. 



Figure 11.32 The Preview panei, showing a loupe close-up view of an image. 
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Review mode 

Instead of relying on the Preview panei, you can use the Review 
mode (Figure 11.33) to inspect large numbers of images at once. 
The Review Mode can be accessed from the View menu (E§© 
and presents the selected photos in a carousel type 
display that has more than a passing resemblance to the Coverílow 
navigation in Macintosh OS X 10.5 and later. You can cycle 
through the selected photos using the arrow keys in the bottom 
left corner, remove photos from a selection with the downward 
pointing arrow, open a loupe view on the foreground image and 
create new collections. Overall, I would say that the one-click 
preview feature is better suited for the speedy previewing of 
multiple images. In light of this it is hard to see how the Review 
feature adds much to the party. 



Remove image from review Current image file name 

Cycle through images 


Open loupe 
Create new Collection 
Exit Review mode 


Figure 11.33 The Review mode 
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Managing images in Bridge 

As the number of photographs that are stored on your Computer 
system continues to grow you’11 soon end up becoming frustrated 
as you struggle to find particular photos. This situation is only 
going to get worse unless you choose to change the way you 
import and manage your photos. The metadata tools in Bridge are 
designed to help you get started with the task of cataloging your 
image files. These allow you to add basic metadata and keyword 
information, which in turn can help you categorize the photographs 
in your image library. Once you get into a regular habit of doing 
this you TI soon reap the rewards whenever you need to conduct 
filtered image file searches. 

Lefis first consider how metadata information is used to manage 
other types of files on a Computer. For example, if you download 
a music album to iTunes, the individual MP3 files will contain the 
album title, artist, track listings and genre of music. This is a good 
example of metadata in action, because iTunes lets you make use 
of the music metadata information to help manage your music 
collections more easily. The iTunes cataloging is effortless because 
it all takes place in the background and is done automatically. The 
big difference between cataloging music files and image files is 
that you mostly have to manually input all the metadata yourself 
and that can require some additional effort on your part. 

Although Bridge has the potential to be used as an image asset 
manager, it still lacks the sophistication of other fully dedicated 
asset management programs such as Phase One Media pro™ or 
Lightroom. To be honest, I mainly use Bridge for specific file 
browsing tasks (such as when working on a book project like 
this). Otherwise, I find that for most image asset management 
and workflow tasks, Lightroom is the better program to use for 
this kind of work. This is because Lightroom allows me to import 
camera files exactly the way I want and has a better and more 
versatile library management interface for editing and managing 
the metadata. If you are serious about image library management 
and cataloging your images, you may want to try out Lightroom, 
or else consider some of the other popular products such as Phase 
One Media pro™ or Apple’s Aperture™. 


Adobe Photoshop Lightroom 

A lot of people have been asking: if I 
have Photoshop and Bridge, why do I 
need Lightroom? I usually point out that 
Lightroom is a workflow program that 
allows you to manage your images all the 
way from import through to the output 
stage. For some people, the combination 
of Bridge and Camera Raw provides them 
with all the tools that they need to manage 
their pictures and work in Photoshop. 

For amateurs and professionals who are 
looking for a faster and more streamlined 
approach for their image Processing and 
image management, Lightroom will be the 
answer. I do still use Bridge for a lot of file 
browsing tasks, but I find that I now mostly 
preferto use Lightroom since it integrates 
smoothly with Photoshop and offers some 
rather nice and unique approaches to 
image Processing and image management 
that you won’t find in any other program. 
Overall, I find I can work much faster and 
more efficiently using Lightroom. 
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Canceling and turning off labeis 

The labeling contrais have a toggle action. 
For example, if you select an image and use 
iTlfa to labei it red, you can 
use the same keyboard shortcut to cancel 
the labei color. You can also turn off the 
labeling by selecting No Labei from the 
Labei menu. 
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No Rating 
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Figure 11 -34 Image ratings and labeis can 
be applied via the Labei menu in Bridge, or by 
using the keyboard shortcuts described in the 
main text. Note there is no room for a keyboard 
shortcut for the Purple labei. The only way 
to apply a Purple labei is via this or the 
contextuai menu. You can also mark an image 
as being a reject (see page 640). This is not 
the same as deleting though; you are simply 
labeling it as a potential delete image. 


Image rating and labeling 

One of the main tasks you will want to carry out in Bridge is to 
rate your images, sorting out those that you like best from the 
rejects and arranging them into groups. The Bridge program 
provides two main ways to categorize your images. In the Labei 
menu Rating section (Figure 11.34) you can apply ratings to an 
image in the form of stars, going from one to five. This image 
rating system lets you apply cumulative ratings to the images 
you like and it is therefore useful to familiarize yourself with the 
keyboard shortcuts that can be used to apply ratings to images. 
These range from ISIQ raiziffl to IHQ mmMSk (to apply 0-5 
stars) but you can also use I5IB mbè Í to increase the rating 
by one star, or ISi li to decrease the star rating. The 

above shortcuts can make it easier for you to focus your attention 
on the images as you use the 96 arrow keys to progress 
from one photo to the next. In addition to this you can still use 
the fjllfflB +’ (apostrophe) keyboard shortcut as a simple binary 
rating system that allows you to add or remove a single star rating 
from an image. How you use the ratings is up to you, but generally 
speaking it is a good idea to be sparing with your ratings. Unrated 
images can be the rejects, while one and two stars can be used to 
mark the images you like best. And three stars upwards should be 
reserved for those pictures that are really special. 

Color labeis can be used to signify different things. Author 
Peter Krogh suggests in his DAM book that labeis be used to apply 
negative ratings, where a zero star represents an image that has 
been inspected but is rated neutral, a red labei means if s yet to 
be rated, a yellow labei means ifs an out-take and a green labei 
means ‘trash me’. Meanwhile, a wedding photographer might use 
color labeis to quickly separate out shots according to the location 
they were shot in. It is a simple matter of selecting the individual 
or multiple images you would like to labei and then choosing a 
color from the list in the Labei menu. Or, you can use the keyboard 
shortcuts that range from tSHàtsi for red, to tSIQ éHhtSk 

for blue, plus you can also use Qg| right mouse to apply labei 
colors via the contextuai menu. If you go to the Labeis preferences 
in Bridge (Figure 11.35), you will note that you can edit the text 
descriptions given to each labei color. You can rename these as you 
see fit, although this can potentially cause confusion where other 
programs (such as Lightroom) may use different text descriptions 
for the color labeis. 
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Figure 11.35 The Bridge Labeis preferences. 
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Universal rating methods 

You are not limited to using the rating 
contrais just within Bridge. The rating 
keyboard shortcuts descri bed here work 
equally well when you are reviewing your 
images in the Camera Raw dialog or the 
Slideshowand Reviewviewing modes. 

Just to add to the confusion though, in the 
Slideshow and Review modes you only 
need to enter number keystrokes to add 
ratings or labeis, where you can use 0-5 to 
apply a star rating and use 6-9 to apply a 
red, yellow, green or blue color labei. 

File Type Associations 

The Bridge File Type Associations 
preferences (Figure 11.36) listthe default 
programs to use when opening specific 
files. Most of the time you can leave 
these as they are, but there are times 
when you may want to force certain types 
of files to open in a specific program. 
Forexample, some people may still use 
the EPS file format to save press-ready 
files. Bridge normally opens these using 
Adobe lllustrator, therefore you may in 
this instance want to change the File 
Association setting to Photoshop CS6. 


Figure 11.36 The Bridge File Type Associations preferences. 
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Refreshing the view 


Sorting images in Bridge 

You can change the order in which the images are displayed in the 
Content panei by going to the Sort menu shown in Figure 11.37. If 
you mouse down on the menu here you can choose from a range of 
different types of sort criteria and if you click on the arrow button 
next to this menu list (circled in Figure 11.37), you can choose 
whether you want to see the images displayed in an ascending 
or descending order. Normally the sort order is set to the ‘By 
Filename’ setting by default. However, if you were to select the 


If you alter the contents of a vol ume or a 
folder atthe System levei, outside Bridge, 
then the Bridge Folder panei and Content 


panei area won’t always know to update the 
revised volume or folder contents. If you 
ever need to refresh the view in Bridge, you 


can choose View o Refresh, or use the 
(0 keyboard shortcut. 


‘By Date modified’ option (and in ascending order) those files that 
had been edited most recently would appear first in the Content 
panei area. 

Earlier, in Figure 11.5,1 showed how you can manually drag 
the thumbnails to rearrange their position in the Content panei. Just 
be aware that if you do this, the Sort option will then default to 
‘Sort Manually’ and you may have to revisit the Sort menu in order 
to restore the previously applied sort order rule (note that you can 
also access the Sort options by going to the View menu in Bridge). 
As you start looking at the different methods that can be used for 
filtering the images displayed in the Bridge Content panei, you will 
see how combining the filtering with the Sort options is perfect for 
organizing how the thumbnail images are arranged in the Content 
panei. 





By Type 

By Date Created 
By Date Modified 
By Size 

By Dimensions 
By Resolution 
By Color Profile 
By Labei 
By Rating 
By Keywords 


Manually 


Figure 11.37 The Bridge window Sort menu options allow you to arrange the displayed 
thumbnail images by ascending or descending order (by clicking on the button circled 
here). You can use any of the criteria listed in the Sort menu to rearrange the Content panei 
display. 
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Filter panei 

The Filter panei allows you to view all the available metadata 
criteria associated with the files in the current Bridge window 
Content panei view. You can then choose single or cumulative 
criteria for filtering the images in the Content panei area. The Filter 
panei options are grouped into sections and as soon as you click on 
any item listed in the Filter panei, the contents of the Content panei 
are filtered accordingly. 

When managing large folders or hierarchies of folders, these 
filtering Controls can really make it easier to narrow down an 
image search. For example, in Figure 11.38, you can see how 
Bridge was pointed at a folder where the image files in that folder 
were labeled using green and red labeis and the ratings ranged 
from no rating to four stars. In this example, I clicked on the Red 
labei plus the two, three and four star filters. This filtered the 
photos so that only those images with red labeis and two stars or 
higher rating were displayed in the Content panei. Similarly, I 
could have gone to the Key words section and clicked on one or 
more of the key words listed there and made a filtered selection that 
was based on a combination of specific keywords. But wait, there’s 
more... In the Filter panei you can filter images by other criteria 
such as: by file type, date created/modified, image orientation, 
speed ISO rating, camera serial number or Copyright notice. You 
can also use the keyboard shortcuts shown in the sidebar to filter 
files by labei or by rating. 

In Bridge CS3 there was a Flatten View button in the Filter 
panei. This feature is still present in Bridge CS4 and later, but you 
will need to go to the View menu and select ‘Show Items from 
Subfolders’. If you then point Bridge at a folder that contains 
a nested group of subfolders, you can use this command to get 
a flattened view of all the subfolders in that particular folder. 

The only downside is that Bridge temporarily loses track of the 
master folder in the Folders panei, but this can easily be restored 
by deselecting ‘Show Items from Subfolders’ in the View menu. 
There is also a ‘keep filter when browsing’ pin marker button in the 
Filters panei (circled in Figure 11.38). If you click this, it preserves 
and locks the filter criteria as you continue browsing. Just click 
again to cancel and clear the filter completely. 


Filtering shortcuts 

The following shortcuts can be used to 
filter images in the Content panei: 

| show 1 or more stars 
| show 2 or more stars 
| show 3 or more stars 
|show4or more stars 
| show 5 or more stars 
I red labeis only 
lyellow labeis only 
| green labeis only 
I blue labeis only 
(Showall items 
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Figure 11.38 The Filters panei. 
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Figure 11.39 The Metadata panei displays 
the metadata information contained in a file. 
The metadata sections can be compacted to 
make viewing easier and the IPTC fields shown 
here can all be edited. You can also increase 
the font size in the Metadata panei via the 
panei fly-out menu. This may make it easier to 
add new metadata or locate existing entries. 


Metadata panei 

The Metadata panei information is divided into several sections 
(Figure 11.39). The File Properties section lists the main file 
statistics such as file name and size, etc., while the IPTC sections 
contain the file-specific metadata information. To edit these and 
add new data, click in the field next to the metadata heading and 
type in whatever you wish to include here (the pencil icons indicate 
where metadata items can be edited). When you are done, click the 
Tick button at the bottom, or hit raflaa . How the remaining sections 
appear listed depends on how the Metadata preferences have been 
configured (Figure 11.40). Some of the items you see listed here are 
specific to other CS6 suite programs, or specialist users. Basically, 
you can use the preferences dialog Metadata section to determine 
which items you want to see displayed in the Metadata panei. 
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Figure 11.40 lf you mouse down on the Metadata panei options (circled in Figure 
11.39), you can open the Bridge preferences dialog for the Metadata section. Each metadata 
item has a checkbox against it, allowing you to show or hide individual items. Since it is 
unlikely thatyou will really want to see or use all the metadata items listed here, you can 
deselectthe items you don’t need. If the Hide Empty Fields box is checked, the checked 
items will only be displayed in the Metadata panei if there is an accompanying data entry. 
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Image metadata 

Maybe you are wondering what all the information in the Metadata 
panei is useful for. Well, quite a lot actually, especially if you are 
running a photography business or are an amateur who shoots lots 
of digital photographs. Metadata is usually defined as being ‘data 
about data’ and the concept of metadata is one you should already 
be quite familiar with. Librarians use metadata to classify and 
catalog books in a library and in the old days you would have used 
index cards to search by an author’s name or by the title of a book. 
Everything is now computerized of course and it is possible to 
record much more information about individual files and use this 
information to carry out more sophisticated searches and cross- 
reference files. 

File Info metadata 

The File Info dialog (Figure 11.41) has been around since the 
early days of Photoshop, but it seems that until recently only a few 
people had bothered to use it. The File Info dialog is designed to 
let you inspect all the metadata relating to an image document as 
well as edit the IPTC image metadata that relates to the picture 
content. Photoshop has always supported the information standard 

^ _1BA1449.CR2 



Powered by XMP 

In 2001, Adobe announced XMP 
(eXtensible Metadata Platform), which 
to quote Adobe: ‘established a common 
metadata framework to standardize the 
creation, processing and interchange of 
document metadata across publishing 
work flows’. Adobe has already integrated 
the XMP framework into Acrobat, 
InDesign, lllustrator and Photoshop. XMP 
is based on XML (eXtensible Markup 
Language), which is the basic universal 
format for using metadata and structuring 
information on the Web. Adobe has also 
made XMP available as an open-source 
license, so it can be integrated into any 
other systems or applications. Due to 
Adobe’s enormous influence in this arena 
it means that XMP has now become 
a common standard in the publishing 
and imaging industry. Adobe and also 
third-party companies are now able to 
exploit the potential of XMP to aid file 
management on a general levei as well 
as specific needs such as scientific and 
forensic work. 


Figure 11.41 This shows the File Info 
dialog, which can be accessed via the File 
menu in Photoshop or Bridge. This shows 
editable metadata items such as the image 
description and Copyright notice. I have circled 
here the Import/Export options menu that are 
discussed in Figure 11.42. 
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Figure 11.42 You can configure the File 
Info dialog and create a custom metadata 
template containing the metadata items you 
might wish to regularly apply to collections 
of images. If you mouse down on the Import/ 
Export metadata options (shown above and 
also circled in Figure 11.41) you can choose 
Export... which opens the Export dialog 
shown above, where you can save the current 
metadata settings as a new metadata template. 
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developed by International Press Telecommunications Council 
(IPTC), which was designed to help classify and labei images and 
text files using metadata. The File Info dialog can be accessed 
via the File menu in Photoshop or the File menu in Bridge (or by 
using the ISIP QglO keyboard shortcut in Bridge). The File 
Info dialog now contains 14 separate sections, some of which are 
user-editable, such as the Description section shown in Figure 
11.41, while other sections, like the Camera Data section, provide 
information only. You can use File Info with single or multiple 
image selections to edit the IPTC metadata, add your name as the 
author, mark images as being copyrighted, add a Copyright notice, 
etc. Also, marking an image as being copyrighted has the extra 
advantage of adding a Copyright Symbol to the title bar of your 
image window whenever anyone opens it in Photoshop. 

After configuring the File Info settings you can also save these 
as a metadata template. For example, you can select an image, 
enter some basic custom metadata such as the author name, 
Copyright tag, etc., and follow this by going to the menu shown 
in Figure 11.42 and export the settings to the Metadata templates 
folder. Or, you can go to the Tools menu and choose Create 
Metadata Template... This opens the dialog shown in Figure 11.44, 
where you can load a metadata template setting from the options 
menu (circled) and edit it, or start from scratch to create a brand 
new metadata template setting. Once you have saved a custom 
metadata template, you can select other images and choose this 
or any other pre-saved template from the Append Metadata or 
Replace Metadata menus in the Tools menu (Figure 11.43). When 
you create a new template it is best to enter the exact information 
that should be saved and nothing else. I suggest you don’t add any 
keywords or captions, unless these need to be included in the saved 
template. 


Figure 11.43 Following on from Figure 
11.42, once you have done this you can apply 
the template to other images by going to the 
Tools o Replace Metadata/Append Metadata 
menu. Replace Metadata substitutes all pre- 
existing metadata with that in the template. 
Append Metadata is the safer option since 
it only adds to the metadata that is already 
embedded inthe image file. 


IPTC Extensions 

Bridge CS5 has now added the IPTC Extension Schema for XMP, 
which is a supplemental schema to the IPTC Core. It provides 
additional fields with which to input metadata that can be useful 
to a commercial photography business. In Figure 11.44 I have 
provided examples of how you might complete some of the items 
listed in the IPTC Extensions section of the Create Metadata 
Template, and you will see brief explanations of how each of these 
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Crente Metadata Teinplate 
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Choosfl the metadata to include m chis template: 



! Only checked properties will be added/thanged to this lemplate. 
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Controlled Vocabulary 

David Riecks runs a website with tips 
and guidelines on how to work with a 
controlled vocabulary at: 
www.Controlledvocabulary.com. 


Figure 11.44 To open the dialog shown 
here, go to the Tools menu in Bridge and 
choose ‘Create Metadata template’. This shows 
an example of how you might fill in some of 
the IPTC Extension metadata sections. You can 
also obtain more specific information via the 
www.newscodes.org website. 
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New File Info additions 

The Camera Data panei also contains 
new property fields which are designed to 
support EXIF 2.3 data (though only newer 
cameras such as the Canon 60D and Nikon 
7000 currently support Exif 2.3). 


new fields may be utilized. Also, in Figure 11.45 you can see an 
example of how the new IPTC Extensions data is presented in the 
File Info dialog. Basically, the new IPTC Extensions schema can 
provide additional information about the content of the image such 
as the name, organization or event featured in a photograph. It 
provides you with further fields to improve administration, where 
you can apply globally unique identifiers (known as GUID). It 
offers fields for precisely defining the licensing and copyrights 
of a particular photograph. For example, rather than just saying 
‘this photo is Copyright of so and so’, it allows you to specify the 
name of the Copyright holder as well as who to contact to obtain 
a license. This might well be a picture library or a photo agent 
rather than the photographer themselves. The image supplier can 
also be identified separately. Again, it might be a photo library that 
supplies the image rather than the photographer directly. 

Photographers who shoot people now have the opportunity to 
record specific model information such as the age of the model, 
whether they are under 18 years old and you can also provide a 
summary of the model release status. The same thing applies to 
photographs of private properties, where under some circumstances 
a property release may be required. 


Other types of metadata 

Metadata comes in many forms. In the early days of digital camera 
technology development, the camera manufacturers jointly carne up 
with the EXIF metadata scheme for cataloging camera information. 
You may find it interesting to read the EXIF metadata that is 
contained in your digital camera files, as this will tell you things 
like what lens setting was used, when a photo was taken and the 
serial number of the camera. This could be useful if you were trying 
to prove which camera was used to take a particular photograph 
when there were a lot of other photographers nearby trying to 
grab the same shot and also claiming authorship (such as when 
shooting among a large gathering of other photojournalists). The 
EXIF metadata can describe everything about the camera’s settings, 
but the EXIF schema cannot be adapted to describe anything but 
the camera data information. Even so, EXIF metadata searches 
are useful where you may wish to isolate the photos shot with a 
particular camera and lens combination or where you may wish to 
filter all the photos that were shot using a particular ISO setting. 
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Figure 11,45 Thisshows an expanded 
view of the File Info IPTC Extensions section. 
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GPS data 

Many photographers are already in the 
habit of geotagging their images. The 
GPS Data panei in the File Info dialog is 
new (see Figure 11.45) and is now able to 
include data such as latitude, longitude, 
altitude, etc. This data can prove useful 
when it is read by programs such as 
Google Earth or Lightroom (especially 
nowthat Lightroom 4 features a map 
module). However, while having such 
data may be useful, you may sometimes 
want to be careful sharing this data with 
other users. For example, you might not 
want GPS coordinates of photos taken of 
your children to be embedded in photos 
you upload to social media websites. This 
is why it is best to manage your photos 
in a program like Lightroom, where it is 
possible to restrict such metadata at export. 



Some of the metadata items that can be listed in the File Info 
and Metadata panei include things like GPS metadata, where if 
GPS coordinates happen to be embedded in a file, you can cross- 
reference these with another application such as Google™ Earth 
(see Figure 11.46). Currently it is quite tricky to marry up the 
GPS metadata from a track log file recorded using a GPS device 
and get the time zones and clock times to match, but is still very 
useful information to have available. Other items have specific 
uses such as the DICOM metadata section items which have 
been specifically designed for embedding important medicai data 
information in medicai images. 

The amount of metadata that can be recorded has now grown 
to the point where the File Info... has become extremely crowded. 
One of the niggles I have with the current design of the File 
Info dialog is that from a photographer user’s point of view, the 
information we need to access and edit is now scattered all over 
the place. Although the File Info dialog options were once quite 
limited, it was at least that much easier to manage and work with. 

Importance of metadata 

It is quite scary to consider the number of freely distributed digital 
images out there that contain no information about the contact 
details of the person who created the image. If nothing else I 
suggest you create a Metadata template that contains your current 
contact details, marks your photographs as being copyrighted 
and apply this to all your images. Right now the issue of what 
are referred as ‘orphan works’ should be of real importance 
to photographers everywhere. There are plenty of people and 
organizations who would dearly like to see the Copyright laws 
changed so that non-copyright marked images are made free to 
use. This isn’t helped by the fact that certain social media websites 
still strip the Copyright metadata from files that are uploaded 
to their sites. There is nothing that can be done to stop people 
deliberately removing Copyright notices from images and turning 
them into orphan works (although doing so is still a breach of 
Copyright law), but the more you do to protect your images now, 
the more chances you will have later of enforcing your rights. 


Figure 11.46 This shows the new GPS 
Data panei section. 
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Edit History log 

If the History Log options are enabled in the General preferences 
(Figure 11.47), an edit history can be recorded in either the file 
metadata, as a separate text file log, or both. The edit history has 
many potential uses. An edit history log can be used to record how 
much time was spent working on a photograph and could be used 
as a means of calculating how much to bill a client. In the world of 
forensics, the history log can also be used to verify how much (or 
how little) work was done to manipulate an image in Photoshop. 
The same arguments could apply if validating images used to 
present scientific evidence. In the case of images that have been 
processed via Camera Raw, the Camera Raw metadata section also 
Stores a record of the Camera Raw (or Lightroom) settings used. 



Figure 11.47 To record a history log, the History Log option mustfirst be checked in 
the Photoshop General preferences. A history log can be saved to the file metadata, as a 
text log file, or as both, and the Edit log items can be recorded as session information only, 
concise or as a verbose record (see Figure 11.48) of what was done to a file in Photoshop. 


Hidden metadata 

Lastly, I should mention that there may be hidden metadata that 
won’t show up in any of the Metadata panei sections. This could 
be things like camera manufacturer EXIF metadata that contains 
proprietary information that only the camera manufacturer’s 
software has access to. 
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Figure 11.48 If the history log options 
have been enabled in the Photoshop General 
preferences, the history log content can 
record: sessions only (such as the time a 
file was opened and closed); a concise log 
listing of what was done in Photoshop; or 
as shown here, a detailed log that includes a 
comprehensive list of the settings applied at 
every step. If you choose to embed the history 
log in the file metadata, the Edit History log 
can be viewed via the Bridge Metadata panei. 
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Where keywords are stored 

Like other metadata, keyword information 
(including the keyword hierarchy) is stored 
directly in the file’s XMP space, or in the 
case of raw files, either to the Camera Raw 
database, or as an XMP sidecar file. The 
Keywords panei displays the accumulated 
information that it has read from various 
image files’ metadata and can also be used 
to write keyword metadata back to the files. 

Other keywords 

As you enter keywords via the File Info 
panei, any keywords that are unrecognized 
will appear listed underthe category: 

‘Other Keywords’. You can then use the 
Keywords panei to rearrange these into 
a suitable hierarchy and have the option 
to make them persistent. You will also 
find that where Bridge is unable to read 
the hierarchy of keywords that have been 
entered via another program, these too 
may appear listed under ‘Other keywords’. 


Keywording 

Keywording provides you with a way to group and organize 
images within Photoshop. By using keyword tags to describe the 
image content, you can catalog your files more comprehensively. 

It is usually best to add keywords at the same time as you 
import new images. For example, Figure 11.49 shows a detailed 
view of the Description section of the File Info dialog that allows 
you to add keywords to an image. It is important to note here that 
each keyword must be separated by a semi colon or a comma. This 
is important as it ensures the keywords are clearly separated (see 
how the keywords are entered in Figure 11.49). Such keyword 
metadata can also be included when you create a metadata 
template. For example, every time you shoot a particular sporting 
event you might want to have a template that applies relevant 
keyword metadata you always need for these types of assignments, 
such as the name of the stadium location and home team. 
Unfortunately, you can’t create a keyword hierarchy as you enter 
the keywords (see sidebar on ‘Other keywords’). You also need to 
know the exact keyword phrases to type if they are to match the 
keyword data used elsewhere for other images. This is why it is 
sometimes better to use the Keywords panei to do this. 

_IBA145S.CR2 



Figure 11.49 The File Info Description section. 
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Keywords panei 

The Keyword panei (Figure 11.50) displays all the keywords 
that are associated with the images you have currently selected. 
The Keywords panei provides a basic levei of organization as 
it allows you to arrange keywords that you come across into a 
hierarchy list, plus you can ais o use the Keywords panei to add 
new keywords. Click on the ‘Add new keyword’ button to create a 
keyword category, such as ‘People’ or ‘Places’, type in the name 
and hit iziim to add the keyword (or use t0 cancel). You 
can then highlight the keyword and click on the ‘Add new sub 
keyword’ button to add a new sub keyword. Once keywords appear 
listed in the Keywords panei you can make a thumbnail selection 
within Bridge, go to the Keyword panei and click on the empty 
square to the left of the desired keyword to apply, or click again to 
remove. This method allows you to assign one or more keywords 
to multiple images at once. As long as the ‘Automatically Apply 
Parent Keywords’ option is checked in the Bridge Keywords 
preferences (Figure 11.51), checking a sub keyword automatically 
selects all the parent keywords too. 
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Figure 11.50 In this view of the Keywords 
panei an image was selected and I can see 
that five keywords were assigned, telling me 
that this was a photograph taken on Saunders 
Island in the Falklands islands and that the 
subject matter was of Magellanic penguins. 
Now, in this instance, ‘Magellanic penguins’ 
appears in italics, which indicates this was not 
an established keyword in the Keywords panei. 
To make this keyword persistent, I used a 
®-click (Mac) or right mouse-clickto open 
the contextuai menu shown here and chose 
‘Make Persistent’. 


Figure 11.51 The Bridge Keywords preferences. 
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Search criteria 

The search criteria can be for almost 
anything you want. The source folder will 
defaultto the folder you areviewing inthe 
front-most Bridge window, butyou can 
select otherfoldersto inspect as well and 
if the folder you are searching contains a 
lot of subfolders, you’11 need to make sure 
that the Include All Subfolders’ option 
is checked. The search criteria can also 
be adapted in various ways. For example 
you can include search terms where you 
ask Bridge to search for files that ‘exclude’ 
specific criteria. 


The key word information will accumulate as you select 
further images and you will notice that some of the ‘visited 
image’ keywords appear in italics. This indicates that they are 
only temporary. If you were to quit Bridge and relaunch, these 
temporary keywords would be cleared from the list. To make 
such keywords permanent you should use the contextuai menu (as 
described in Figure 11.50) to make them persistent. 


Image searches 

Image searching is now mostly faster in Bridge. The search field 
allows you to use either a standard Bridge search or a system- 
based file search (such as Spotlight on the Mac). All you have to 
do is select the folder you want to search in, enter the phrase you 
want to search for and hit rzn&à or This will carry out an 

instant search that includes all subfolders. If that fails to produce 
any results or you want to expand the search criteria, you can click 
on the New Search button which opens the Find dialog shown in 
Step 3. Here, you TI find more search options such as the ability to 
combine different match criteria and match policies. If Bridge has 
not had a chance to cache the files in all folders yet, you can select 
the Include Non-Indexed files option. However, this will make for 
slower, but more thorough searches. 



This shows a Bridge window view where I was about to carry out a file search of a master 
Casting Photos folder, looking for any images that matched the term ‘Jasmin’. You’ll note 
thatthere are three search options available. In this instance I chose to use a Bridge search, 
which would carry out a search by file name and keywords using the Bridge search engine. 
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Skipping the Bridge search field 

You can skip the Bridge search field 
completely and open the Find dialog 
shown in Step 3 directly. Just go to the 
Editmenu and choose Find..., oruse the 
EiB keyboard shortcut. 


3 This opened the Find dialog, which allowed me to expand the search criteria used. Flere, 
I changed the ‘File Name’ criteria to ‘All Metadata’ (note, you’11 have to retype the search 
phrase again when you do this) and clicked ‘Find’. 



This time I was more successful, because Bridge now included all metadata search 
criteria such as the Caption IPTC metadata that had been added to the files and the results 
of the search were now displayed in the Content panei area. 
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Add new collection 

Edit smart Add new smart collection 
co " ect ' on Delete collection 


Figure 11.52 The Collections panei 
showing both normal and smart collections. 


Collections panei 

The ability to create collections is an important feature in any 
image management program, but it’s even more important for a 
File Browser such as Bridge. This is because collections allow 
you to quickly access specific groups of images. The Collections 
panei (Figure 11.52) was recently updated in Bridge CS4 and is 
now even better than before. To create a new collection, all you 
have to do is make a selection of images in Bridge and then click 
on the ‘Add New Collection’ button in the Collections panei. Or, 
you can click on the ‘Add New Collection’ button first to create a 
new collection and then drag files from the Content panei to the 
collection. You see, with collections you are not limited to refining 
the images in single folder; you can add images to any number of 
different folders to create a new collection. In Figure 11.52 
I highlighted the ‘Portfolio’ collection, and as the title suggests, 
this collection could be used to store images that have portfolio 
potential. To remove photos from a collection, you need to make 
a selection of the photos and then click on the Remove From 
Collection button (Figure 11.53). To delete a collection, select a 
collection in the Collections panei and then click the delete button. 


Southwest trip - Adobe Bridge 


+ + ▼ o ES23Z9 f,lmstr,p met ’ 

■ Computer > B übrary-HD > B Personal Photos > fel USA > B Southwest trip > [$£] [B] » it 



Figure 11.53 To remove a file (or files) from a collection, click on the ‘Remove from 
Collection’ button (circled). 
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Smart Collections 

As well as creating normal collections, you can click on the Add 
New Smart collection button to open the Edit Smart Collection 
dialog shown in Figure 11.54, where you can choose the source 
folder group to look in, followed by the various criteria to filter by. 
In this example, I filtered the images in the ‘Southwest trip’ folder 
to create a smart collection that contained only files with a two star 
rating or higher. 

Edit Smart Collection 



Smart Collection rules 

The Criteria section can be used to add 
one or more file selection criteria and 
each item can have conditional rules. So 
for example, when you select ‘Document 
Type’, you can choose to filter according 
to whether files equal or don’t equal this 
criteria. When the Rating option is selected 
you can choose to filter according to 
whether files have the exact same rating, 
orthe same and greater, etc. Next, comes 
the Match section. If you select the ‘lf any 
criteria are mef option, this acts as an 
‘OR’ sort function, where files are sorted 
according to whether they meet any one of 
the individual criteria. If the lf all criteria 
are mef option is selected, this acts as an 
‘AND’ sort function, where files are sorted 
according to whether they meet all the 
combined filter criteria. 



Figure 11.54 This shows the Edit Smart Collection dialog and below, the resulting 
collection this smart collection setting produced. 
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Output Preview changes 

In Photoshop CS6 the Output Preview 
is no longer available when choosing to 
ouptut a Web Gallery. Instead, you will 
have to click on the Preview in Browser 
button to see a preview of how the website 
will look. 


Output from Bridge 

Bridge CS4 saw a radical shake-up in the way Web galleries and 
contact sheets could be generated via Bridge and Bridge now 
has an Output workspace mode that includes Output and Output 
Preview paneis. Not too much has been lost in this transition and 
there have been a few small improvements, although in my view 
the changes that were introduced were just a small step forward 
and there was a missed opportunity to make some really significant 
improvements to the Web and Contact sheet output. 

To work with Bridge in the output mode, click to select the 
Output workspace. This reveals the Output panei and Output 
Preview panei, if choosing the PDF option and Output panei only, 
if choosing the Web Gallery option. 



Figure 11.5 This shows an example of a PDF output preview in Bridge. 
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Web output 

We’11 start with the Web Gallery output, which can be used to 
process selected images and automatically generate all the HTML 
code thafs needed to build a website complete with thumbnail 
images, individual gallery pages and navigable link buttons. This 
feature can save you many hours of repetitious work. Imagine you 
have a set of Photoshop images that need forwarding to a client or 
colleague. When you build a self-contained Web gallery (such as 
in the examples shown over the page), the processed images and 
HTML pages can be output to a destination folder or uploaded 
directly to a designated server address. The source can be any 
folder of images, regardless of whether they are in RGB or CMYK 
color mode, because the Web Gallery output process converts all 
images to sRGB anyway. 

The image order can be adjusted by manually dragging the 
thumbnails in the Content panei. It is not essential that you resize 
all the photos first to the exact viewing size, as the Web Gallery 
options allow you to precisely scale the gallery images and 
thumbnails to the correct size while they are being processed. 

There are eleven main template styles to choose from, a few of 
which are shown in Figures 11.56-11.60. Some of these templates 
use a simple HTML table design, while others utilize frames and 
basic JavaScript. All these gallery styles can be customized to 
varying extents by adjusting the panei settings shown in Figures 
11.61-11.64. Once you have selected a gallery style and adjusted 
the settings, you can then click on the ‘Preview in Browser’ button 
(circled in Figure 11.56), to generate a temporary website in your 
default web browser program. This offers a quick overview of a 
Web gallery layout using the photos that you are about to process. 
Now, the thing to be aware of here is that the Preview in Browser 
option will only generate a gallery preview from the first 20 photos 
that have been selected in the Content panei. The reason for this 
is because the Web gallery has to rebuild from the original source 
files each time you make the slightest change to a gallery layout 
(even if its just a simple change to the banner description). So, it 
is for this reason that the Web gallery previews are restricted to no 
more than 20 photos at a time. 


Automatic sRGB conversions 

Prior to Bridge CS4 you had to make sure 
that all the RGB source files were in the 
sRGB color space, otherwise the colors 
could look rather different when viewed 
in a non-color managed web browser (i.e. 
just about all web browsers). The good 
news is that Bridge now automatically 
converts everything to sRGB when creating 
a Web Gallery output. 
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Output gallery styles 

Figures 11.56-11.60 show you a few examples of the different 
Web Gallery templates that are available in Photoshop CS6, 
including the three Airtight styles that are also found in Lightroom. 
These pages were created using the default Web Gallery settings. 

Output gallery settings 

As you can see, there is plenty of scope for you to produce your 
own customized Web Photo Gallery pages. O ver the page in 
Figures 11.61-11.64 I have provided a brief rundown of all the 
Web Gallery output panei options and included the altemative 
panei options where these may vary for the different types of 
gallery styles used. 


HouTwrr’ 


WEB GALLERY 

Template: 

Standard 

Style: 

Custom n t 


T PrevÍÉW ir Browser) 




Figure 11.56 The Standard (Médium 
Thumbnail) gallery style. 



' òwm 11 



WEB GALLERY 



Template 

Lightroom Flash Gallery 

Style: 

Custom n : 


Preview in Browser 


Figure 11.57 An example of a custom 
Lightroom Flash Gallery style 
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E Site Info 
Gallery Title: 

Tenerife 

Gallery Caprion: 

Alta Vista 

Abüui This Gallery; 

II 

Yüur Name: 

Martin Evenmg 

E-mail Address: 

mamni^ma rtineve n i n g. c d m 

Copyright Info 

V Show Title Bar 


Figure 11.61 The Site Info panei can be used to add extra information such as a title, 
caption and contact info for the gallery pages. For example, you could type in your name 
in the ‘Your Name’ section and if you then enter your email address below, this becomes 
an active link that is associated with the ‘Your Name’ field. Visitors to the pages can simply 
click on this to open a new email window (addressed to you) in their mail program. All this 
is dependentthough on whetheryou havethe ‘Show Title Bar’ option checked. If this is 
disabled, no Site Info is added to the gallery pages. 



Title; Thumbnaili 

Title Bar Hover 

| Text Q Selected 




E Color Palette 

| Text 

| Ce lis 

| Detail Text 

Rollover 

Background 

Crid Lines 

Detail Matte 

J Numbers 


Figure 11.62 The Color Palette panei can be used to customize the appearance of 
the Web pages. These screen shots show the default Color Palette settings for (from 
leftto right) the Bridge Standard Flash galleries, Lightroom Flash and Lightroom HTML 
galleries. As you can see, the options are slightly different for each and there are plenty of 
opportunities to create different design appearances. For example, why not check out some 
of the Lightroom Flash gallery templates to see what different options are available. 
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|K3 Appearance 
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Figure 11.63 The Appearance panei can be used to adjustthe gallery layouts. 

These screen shots show the default Appearance panei settings for (from left to right) the 
Lightroom Flash, Lightroom HTML and Airtight PostcardViewer galleries. So for example, 
with the Lightroom Flash gallery style you can adjust things like the Gallery image and 
Thumbnail image size. Obviously, the smaller the thumbnail size, the faster the gallery 
pages will load. For the Lightroom Flash galleries you can choose from the Scrolling, Left, 
Paginated and SlideshowOnly styles. With the Lightroom HTML gallery you can choose to 
show cell numbers and file names (with or without extensions) and also select the preview 
size and image quality. When an Airtight gallery style is selected you’11 see additional 
Image Info and Output Settings paneis. Here, I had the PostcardViewer style selected 
and this allowed meto adjust things like the padding space and proportional sizes of the 
thumbnail and preview image sizes. You can also add metadata to the preview images such 
as: an IPTC caption, date shot, camera used or exposure. 
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Managing folders on the server 

lt is great that you can upload galleries 
direct to a server, but you can only use the 
Create Gallery panei to add folders to the 
server - it doesn’t letyou remove them. 
Therefore, you will still need to use an FTP 
program to manage the folders once they 
have been uploaded. 


Figure 11.64 The Create Gallery panei can be used when choosing either‘Save’, which 
saves the gallery pages to a folder on the Computer, or when choosing ‘Upload’, where the 
gallery pages can be automatically uploaded to a pre-configured server address. Here, you 
will need to enter the server address, the User Name and password, plus a primary folder 
location. Once you have done this, click on the Upload button to begin uploading directly 
to the server. You can save server settings by clicking on the document button (circled) 
and name them. These settings will then be available as an upload menu option (where it 
currently says ‘Custom’). 
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Output preferences 

There are just a few final points to take into consideration when 
generating Web galleries via Bridge. If you go to the Output 
preferences (Figure 11.65), you can check the ‘Use Solo Mode 
for Output Panei Behavior’. This allows single-panel clicking to 
expand the selected panei and close all others at the same time. I 
would suggest that you keep the ‘Convert to Multi-Byte Filenames 
to Full ASCII’ item checked, as this helps overcome any file 
naming irregularities that might otherwise trip up a web server and 
prevent any web output files from being uploaded. The ‘Preserve 
Embedded Color Profile’ option is best left unchecked. Normally, in 
a color managed workílow you would want to preserve embedded 
profiles. However, in this instance, preserving the embedded profile 
overrides the built-in ‘convert to sRGB’ procedure and keeps the 
images in their current profile spaces. Since very few web browser 
programs can actually read embedded profiles, you should leave 
this unchecked and let everything convert to sRGB. In the case of 
PDF outputs it is more important that you preserve the embedded 
profile, but it all depends though on whether the output is mainly 
intended for print or for screen publishing (see page 675). 



Figure 11.65 The Bridge Output preferences. 
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PDF Output 

The PDF Output option was introduced at the same time as the 
Web Output option in Bridge, offering an alternative replacement 
for the previous Contact Sheet II and PDF Presentation automated 
plug-ins. Conceptually, PDF Output has the potential to offer 
improved tools for PDF presentations and contact sheet layouts. 
Unfortunately, this new feature is badly compromised by a number 
of design flaws. As with the Web Gallery output, there is no image 
cache to store the output preview images. Bridge has to read the 
image data from the selected images in the Content panei each 
time you make so much as a small change to the layout settings 
and you have to follow this by clicking on the Refresh Preview 
button. If you intend to use PDF Output to print contact sheets, 
you TI also have to go through the additional step of opening the 
PDF output via a PDF reader program and print from there (rather 
than being able to print direct from Bridge). Another problem 
is that you can’t create custom contact sheet layout presets. My 
advice is if you have Lightroom, you don’t need Bridge output. 
This is because Lightroom does store a cache of the image 
previews and makes use of this in two ways. It can use the image 
cache to quickly build a preview of how the contact sheet will look 
and it also allows you the option to print directly in ‘draft mode’ 
from the preview data. The net result of all this is that Lightroom 
can generate contact sheet prints roughly 100 times faster than 
Bridge, which is quite a big difference in performance speed 
between these two programs. Lastly, the Output Preview panei is 
unable to color manage the images and is therefore a poor visual 
guide for what the finished prints should actually look like. 

That said, for the sake of non-Lightroom users I should run 
through the remaining options here, but I do suggest you read 
through the sidebar on using the Contact Sheet II feature, should 
you wish to use this as an alternative to PDF Output. One of the 
benefits of using Contact Sheet II is that it does allow you to print 
directly out of Bridge, although as with the PDF Output, Contact 
Sheet II can only generate contact sheets by reading from all the 
original print data, rather than make use of a preview cache. 
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Figure 11.66 The Output panei. 
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Figure 11.67 The Document panei 
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Figure 11.68 The Layout panei 



Figure 11.69 The Overlays panei. 


The PDF Output paneis 

We’11 start here with the Output panei (Figure 11.66), where you 
can choose the PDF Output option, which switches the Output 
panei into PDF output mode. Here, you will see the Template 
option, where you’11 find a choice of seven output templates. The 
Refresh Preview button generates a preview of how the template 
design will look based on the selected photos, using as many 
photos as are required to fill a full page template. So for example, 
if you select the 4x5 Contact Sheet template, Bridge uses the first 
20 images only to generate a contact sheet preview. 

The Document panei (Figure 11.67) can be used to set the 
document size based on International, U.S. Paper, Photo or Web 
page presets. Depending on the option selected here, this affects 
the Size options below. Altematively, you can enter in a custom 
page size, in a choice of units. The Quality menu allows you to set 
the desired output pixel resolution and below that the Quality slider 
sets the compression quality to use. The Background color can be 
black or white. Or, you can click on the color swatch next to this to 
pick a custom color. If you want, you can use the ‘Open Password’ 
and ‘Permissions Password’ options to make the PDF document 
password protected (including the ability to prevent people from 
printing the document). 

The Layout panei (Figure 11.68) lets you customize the layout, 
by editing the number of columns and rows, and set the maximum 
allowed size for each image plus the margin height and width. 

The margin spacing should be at least as wide as that allowed by 
your printer. In most instances, the leading page edge (the right 
or bottom margin) will require a wider margin gap than the other 
margin edges. Bridge doesnT provide any clues here, so unless 
you know what this margin gap should be, your best bet is to use 
trial and error to work out what the safe margin width should be. 
One option is to select the Auto-Spacing option, where Bridge uses 
its knowledge of the maximum printable page area to auto adjust 
the placement of the images. If the ‘Rotate for Best Fit’ option is 
selected, Bridge will auto-rotate landscape and portrait images so 
that each prints as big as possible within the horizontal and vertical 
size limits. Lastly, the ‘Repeat One Photo per Page’ option can be 
used to create PDF layouts where each image is repeated multiple 
times on each page of the document. 
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The Overlays panei (Figure 11.69) lets you add the filename 
below each image. The other options let you decide which font, 
font size and color can be used, plus whether to include page 
numbers on each page. 

You can use the Header and Footer paneis to create custom 
headers and footer designs to go on each printed page output. 
Figure 11.70 shows an example of the Footer panei layout (these 
options are identical to the Header panei). 

The Playback panei options (Figure 11.71) apply specifically to 
the creation of PDF presentations, where you can use these settings 
to determine whether a PDF is opened automatically in Full Screen 
mode, how long each image will appear on the screen for and 
whether to loop the slideshow presentation from the beginning 
again. The Transition menu provides lots of image transition 
options from a simple ‘Fade’ dissolve to more fancy special effects, 
some of which offer additional parameter options. 

The Watermark panei (Figure 11.72) lets you add a custom text 
‘watermark’ overlay. This would typically be used for adding a 
Copyright message to each image so that when someone is viewing 
the images as a PDF slideshow, they would be made aware that 
they are looking at copyrighted photos. In earlier versions of 
Bridge this feature was limited to outputting single page images, 
but Bridge now has the ability to apply a watermark to each 
individual image. You can now use it to successfully watermark 
contact sheet pages as well as multi-image screen presentation 
views. There are also further options available in this panei so that 
you can add watermark logos as well as custom text, plus you can 
embellish a watermark using the drop shadow options. 

PDF Output options 

Once you have configured everything in the above paneis, 
you TI be ready to click on the Save... button at the bottom. This 
pops a dialog asking where you want to save the PDF to (but 
without offering any further PDF options). In the Bridge Output 
preferences (see Figure 11.65) there is a ‘Preserve Embedded 
profile’ option. If this is checked, the files are output using the 
file’s native color space - this is good if you wish to preserve the 
maximum color detail for print. If this options is unchecked it 
defaults to creating a color managed sRGB output, which is best 
suited to screen PDF presentations. 
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Figure 11.70 The Footer panei. 
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Figure 11.71 The Playback panei. 
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Figure 11.72 The Watermark panei 
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Contact Sheet II 

Back by popular demand is the Contact Sheet II feature. This was 
dropped from recent versions of Photoshop as it was only able 
to run in 32-bit mode and therefore became an optional plug-in. 

It has now been updated for 64-bit and is available in Photoshop 
via the File O Automate menu and also in Bridge via the Tools O 
Photoshop menu. The Contact Sheet II dialog (Figure 11.73) can 
be configured to process images selected in the Source section and 
generate custom contact sheets in Photoshop. 

Contact Sheei II 



Figure 11.73 The Contact Sheet II dialog. 
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Export panei 

The Export panei (Figure 11.74) can be used to upload photos to 
sites such as Flickr and Facebook. To use this panei you will first 
need to configure the settings for your various accounts (as shown 
in Figure 11.75) and from there simply drag and drop images from 
the Content panei and click the upload arrow. 
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Figure 11.74 This shows the Export panei 
with a photo currently waiting to be uploaded 
to Facebook. For details of howto upload a 
photo to Facebook, see Figure 11.75 below. 
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Figure 11.75 When you initially double- 
click the Facebook item in the Export panei 
you will be asked to enter your account details 
to log in. Once logged in you can upload 
photos. Choose an existing album or create 
a new one. Then, click on the Image Options 
tab and establish the image conversion 
settings to use. Here you would probably want 
to configure these so that your images are 
resized appropriately. When you are done you 
can save them as a new Facebook preset. All 
you have to do then is to drag photos from 
the Content area to the Facebook item in the 
Export panei (see Figure 11.74). From there 
you can click on the cross to remove a photo 
(or photos), or click on the arrow to upload 
directlyto Facebook. 
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Alternative image reduction method 

lf you want to reduce the size of the 
original images (raw or non-raw) before 
applying Photomerge, you might like to 
consider choosing Tools o Photoshop 
o Load Files Into Photoshop Layers... 
This will allow you to open all the selected 
images as layers in a single Photoshop 
image first. You can then use Image o 
Image Size to reduce the pixel dimensions 
before choosing File o Automate o 
Photomerge. 


Bridge automation 

The Photoshop Automate features can all be accessed directly 
in Bridge by going to the Tools menu and selecting one of the 
desired options from the Photoshop submenu (Figure 11.76). 

For example, to apply a Photoshop batch action process, make 
a selection of images in Bridge and choose Tools o Photoshop 
O Batch... You can then configure the Batch dialog to apply an 
action routine to the selected photos. The Image Processor can be 
used to batch process images in Photoshop where you typically 
want to output, say, a set of JPEG versions of an image at a set 
pixel size and compression setting, or convert to more than one 
size, color space, or format (see Chapter 13 for more about batch 
actions and the updated Image Processor). The Merge to HDR Pro 
feature was discussed earlier on in Chapter 7 and Photomerge was 
also discussed in Chapter 8. You can use the Tools o Photoshop 
menu to carry out either of these processes directly from Bridge. 
However, with Photomerge, the thing to watch out for here is the 
size of your source images. If you are working from raw originais 
in Bridge, you may want to open these via the Camera Raw dialog 
first, go to the workílow options (see page 153) and set the pixel 
output size to something lower than the full image size, then click 
on the ‘Done’ button to apply this setting to the selected images. 
Then when you choose Photomerge, Bridge opens all these files at 
the new size setting you had just set in Camera Raw (see also the 
alternative method explained in the sidebar). 
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Figure 11.76 The Photoshop Automate menu is available from the Tools menu in Bridge. 
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Renaming images 

To rename an image in Bridge, just click on the file name to activate 
it and then type in a new one. To batch rename a selection of 
images, choose Batch Rename... from the Tools menu ( lÜ BMfil 
which opens the Batch Rename dialog shown in 
Figure 11.77. Here, you can rename the files in the same folder or 
rename and move or copy to a new (specified) folder. In the New 
Filenames section you can configure the file renaming structure 
by clicking on the plus buttons to add new components to the file 
renaming structure. Note that when you mouse down on a renaming 
component there will often be further options that you can choose 
from. In the Figure 11.77 example I included a YYMMDD Date 
Time file renaming option at the beginning, based on the date the file 
was created. Bridge also allows whafs called ‘string substitution’ . 
This simply means that you can use the Batch Rename dialog 
to search and replace specified phrases in an existing filename 
structure. Suppose all your files start with ‘_MG_\ You can use the 
String Substitution to replace this phrase with alternative text. In 
Figure 11.77 you can see I had ‘String Substitution’ selected as a file 
naming option. I was able to replace the above prefix with custom 
text that related to the shoot (such as ‘Casting_’) and preserve the 
four number sequence that followed afterwards in the original 
filename. 

Batch Rename 



Editing the Batch renaming fields 

Once you start editing the pop-up menus, 
you will discover that the renaming options 
are quite extensive. You can select items 
such as Text, where you can enter your 
own text data. You can also incorporate 
the original file name in parts of the new 
name, which will make a lot of people I 
know very happy. 
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Figure 11. With the Batch Rename dialog, 
clicking on the Preview button opens the above 
Preview dialog, which shows how the files will 
be renamed. You can also preserve the current 
file name in the XMP Metadata by checking the 
option thafs circled here in blue. 
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Figure 11.78 This shows an example of 
an exported CSV file opened in a spreadsheet 
program. 
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If you click on the Preview button this opens a separate 
window that shows you exactly how all the selected photos will be 
renamed. You can also click on the ‘Export to CSV’ button (in the 
Figure 11.77 Preview dialog) to export a comma separated value 
file (CSV), which can then be opened via a spreadsheet program 
(Figure 11.78). This feature is designed to meet the needs of users 
who need to maintain an exact record of everything that has been 
done to a file. 

Renaming schemes 

The renaming scheme you use can be anything you want. There 
are no hard and fast rules, but whatever method you decide to use 
it should be done with a view to the future and should avoid the 
possibility of you creating file names that overlap with other files. 

I prefer to adopt a naming scheme where a short text description 
(such as the client name or an abbreviation) is followed by the date 
shot, using the YYMMDD format, followed by a four digital serial 
number. You can also use the Preset menu (circled in red in Figure 
11.77) to save a renaming scheme as a custom preset. Click on the 
Save... button, give the preset a name, click OK and it will now be 
added as a new preset to the Preset menu list. 


Preview 

Current filename W1BY6176.CR2 

New filename: Castlng.080902.0001.CR2 

J 7 IX 4 »Im renamed 


Figure 11.79 Lots of extra options become 
available as you mouse down on the pop-up 
menus. Selecting the Preserved Filename 
allows you to restore the original file name, 
providing the ‘Preserve current filename in 
XMP Metadata’ option (circled in blue in 
Figure 11.77) was originally checked when 
you first renamed the master files. 


Undoing a Batch Rename 

If you inspect the Batch Rename options closely you will notice 
there is an option to preserve the original file name. So, if for some 
reason you slip up, you can use the Batch Rename dialog to locate 
and reassign the original name to the file. However, this will only 
be possible if you previously remembered to check the ‘Preserve 
current filename in XMP Metadata’ box (Figure 11.77). 

Applying Camera Raw settings 

You can use the Edit O Develop Settings menu in Bridge to apply 
a saved Camera Raw preset setting to selected images or choose 
Previous Conversion, to apply the last used Camera Raw setting. 
The settings listed here will be like the ones you also see listed in 
the Camera Raw Preset panei (see pages 253-254). You can also 
use this menu to copy and paste settings from one file to another, 
or better still, use ISiBQ to copy a setting and 

to paste. The Edit o Develop Settings o 
Clear Settings command can remove any applied develop settings 
and reapply the default Camera Raw settings. 
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Mini Bridge 

Bridge has been around for a number of years now and it does 
therefore still surprise me to see people struggling to locate their 
Photoshop files via the Finder or Explorer. I have even sat through 
Photoshop seminars where the instructor has struggled to use 
the system Finder when Bridge would have been the obvious 
choice for grouping demo files together in the correct order and 
making them easy to locate. So why aren’t people using Bridge? 
Part of the reason might be because there are now better catalog 
management programs available such as Phase One Media Pro® 
or Lightroom. As I said earlier, I mainly use Lightroom to manage 
all my photos, but I still use Bridge on an almost daily basis 
to manage big projects, such as this book, or when presenting 
Photoshop demos. If it is the case that some Photoshop users 
aren’t taking to Bridge is this because the Bridge program is too 
complex? This could well be the reason that Adobe decided to 
create Mini Bridge for Photoshop CS5, as an answer to all those 
users who felt intimidated by Bridge. Mini Bridge has now been 
updated for Photoshop CS6 and instead of adding new features 
it has actually been stripped down even more to provide just 
the bare minimum functionality. Basically, if you know how to 
navigate the system finder, you should find Mini Bridge just as 
easy to work with. 

The Mini Bridge interface 

Mini Bridge is essentially an Adobe AIR™ Extension panei that is 
as easy to access as any other panei in Photoshop. But bear in mind 
that in order to use Mini Bridge you TI also need to have the main 
Bridge program running at the same time in the background. This 
is because Mini Bridge needs to work in tandem with Bridge. To 
access Mini Bridge, you can go to the Window menu and choose 
Extensions Mini Bridge. This opens the Mini Bridge panei 
where you will note that in Photoshop CS6 it is by default docked 
to the bottom of the screen and opens as a single row filmstrip (see 
Figure 11.80). If you undock Mini Bridge from the bottom of the 
screen, the content pod display changes to display the file contents 
as a grid (see Figure 11.81). Once undocked this gives you access 
to more Controls and will be better suited, for example, to users 
who are working with dual displays. 
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Figure 11.80 This shows the Mini Bridge panei as itappears in ifs default position, 
docked at the bottom of the screen. 
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Figure 11.81 This shows the Mini Bridge panei as itappears when its undocked from the 
bottom of the screen and with the main feature items highlighted. 
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View options 

At the bottom of the Mini Bridge panei (Figure 11.81) you have 
the zoom Controls, where the thumbnail Zoom slider adjusts the 
thumbnail/icon size in the Content pod area. The default view 
for the Content pod displays the thumbnails within an invisible 
cell grid where you won’t be able to click and drag to reorder the 
files. Also, as you adjust the proportions of the Mini Bridge panei, 
the Navigation pod will switch from the side to appear above the 
Content pod area (see Figure 11.82). 

The View menu (Figure 11.83) lefs you switch to different 
view modes such as a Slideshow view (see page 635), or a Review 
mode view (see page 646). The View o Show submenu allows 
you to choose which items will appear below the thumbnails. You 
can choose to display thumbnails only, or you can choose any other 
item from the list shown in Figure 11.83, but you can only choose 
to display one item of data at a time below the thumbnails. 

If you press the spacebar, this takes you to a Full Screen Preview 
mode where the most selected photo will fill the screen. If you press 
the Spacebar again, this takes you back to the Mini Bridge panei. 
This works just like the Full Screen mode for the main Bridge 
program. You can click to zoom in and click to zoom out again plus 
you can use the arrow keys to navigate from one image to the next. 
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Figure 11.82 As you adjust the proportions 
of the Mini Bridge window the pod layoutwill 
adjust accordingly. 


Figure 11.83 This shows the View menu and View o Show submenu options. 
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Filter and sort menus 

The Sort menu (Figure 11.84) is identical to the one found in the 
main Bridge program and this allows you to quickly sort the files 
in the Content pod by filename, or by date, etc. The Filter menu 
(Figure 11.85) is also identical to the one in Bridge and this allows 
you to filter files according to their star rating, or show labeled or 
unlabeled files only. 



Figure 11.84 The Sort menu. 




Show Rejected Items Only 
Show Unrated Items Only 


Show 1 Star 
Show 2 Stars 
Show 3 Stars 
Show 4 Stars 
Show 5 Stars 


Show 1 or More Stars 


^ Show 2 or More Stars 


Show 3 or More Stars 
Show 4 or More Stars 
Show 5 Stars 


Show Labeled Items Only 
Show Unlabeled Items Only 


Figure 11.85 The Filter menu. 

Navigation 

Using the Navigation pod you can chose to navigate by Computer, 
Username, Favorites, Recent Folders, Recent Files or Collections 
(see Figure 11.86). Basically, you select one of these items from 
the menu shown here and this populates the list below accordingly, 
displaying the relevant folders or collections. What you see here 
is largely determined by the current settings you have in the main 
Bridge program as well as recent Bridge activity. For example, you 
can’t create collections via Mini Bridge, but any you have already 
created in the main Bridge program will show up in Mini Bridge. 
Although having said that, the Recent Folders and Recent Files 
lists only list those items that have recently been visited by Mini 
Bridge itself. 

Once you have done this, click on a folder or collection to 
display the contents in the main Content pod. To further navigate 
individual folders or collections, click on the directory path arrows 
as shown in Figures 11.87 and 11.88. 


684 































Chapter 11 


Image management 



Figure 11.86 This shows the Navigation 
pod menu options. As you select one of the 
items from this list, this determines what gets 
displayed below. 



Figure 11.87 Where space is limited in the 
Mini Bridge panei, the initial folder directory is 
compacted as shown here. If you click on the 
first part of the current folder path this allows 
you to access the root levei folders for the 
current directory path. 



Figure 11.88 If you click on one of the folder 
path arrows, as shown here, you can quickly 
navigate to select other folders within that 
same folder directory. 
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Searching images 

Lastly, you can click on the Search button to bring up the Search 
window shown below in Figure 11.89 where you can select from 
whatever search engines are accessible on your Computer system. 
For example, Macintosh users will be offered Spotlight search 
options as an alternative to using the Bridge search engine. 


cY. |P_ àOTHtl o I 

V Spotlight Search: Computer 
Spotlight Search: Current Foi der 
Bridge Search: Current Folder 

Search in Bridge 

dorset 

Gear Recent Search Menu 



Figure 11.89 The Mini Bridge Search menu allows you to choose which search engine 
you would preferto carry outthe search with and also whetheryou wish to search locally 
within the current selected folder, or globally on the whole Computer. 
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Print output 


T his chapter deals with the print output process. 

Photographers reading this book will probably own at 
least one color desktop printer and the print quality that 
you can get from the latest inkjet devices has improved 
enormously over the last 15 years or so. It is therefore important 
to have a good understanding of the Photoshop Print and system 
print dialog interfaces and how to configure the settings to obtain 
the best quality print output. There are other important issues to 
address in this chapter, such as how to use soft proofing, and how 
you ensure the colors you see on the display will be reproduced 
accurately in the final print. 
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Rather than go into all the details about different print 
processes, the different ink sets and papers that you can choose 
from, I have pared this chapter down so that it concentrates on just 
the essentials of inkjet printing. If you want to know more about 
Photoshop printing, there is a book I co-wrote with Jeff Schewe 
titled Adobe Photoshop CS5 for Photographers: The Ultimate 
Workshop. I can also recommend Mastering Digital Printing , 
Second Edition (Digital Process and Print ) by Harald Johnson, 
which provides an extensive overview of desktop printing. 

Print sharpening 

One of the most important things you need to do before making a 
print is to sharpen the image before sending it to the printer. So we 
are going to start by looking at print output sharpening. 

Earlier in Chapter 4,1 outlined how you can use the Detail 
panei sharpening sliders in Camera Raw to capture sharpen 
different types of images. This pre-sharpening step is something 
that all images require. The goal in each case is to prepare an 
image according to its image content so that it ends up in what 
can be considered an optimized sharpened State and the aim is to 
essentially sharpen each photograph just enough to compensate for 
the loss of sharpness that is a natural consequence of the capture 
process. 

Output sharpening is a completely different matter. Any 
time you output a photograph and prepare it for print - either 
in a magazine, on a bill board, or when you send it to an inkjet 
printer - it will always require some additional sharpening 
beforehand. Some output processes may incorporate automatic 
output sharpening, but most don’t, so it is therefore essential to 
always include an output sharpening step just before you make a 
print output. The question next is how much should you sharpen? 
While the capture sharpening step is tailored to the individual 
characteristics of each image, the output sharpening approach is 
slightly different. It is a standard process and one that is dictated 
by the following factors, namely: the output process (i.e. whether 
it is being printed on an inkjet printer or going through a halftone 
printing process), the paper type used (whether glossy or matte) 
and finally, the output resolution. 
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Judge the print, not the display 

It is difficult, if not impossible to judge just how much to sharpen 
for print output by looking at the image on a display. Even if you 
reduce the viewing size to 50% or 25%, what you see on the screen 
bears little or no resemblance to how the final print will look. The 
ideal print output sharpening can be calculated on the basis that 
at a normal viewing distance, the human eye resolves detail to 
around 1/lOOth of an inch. So if the image you are editing is going 
to be printed from a file that has a resolution of 300 pixels per 
inch, the edges in the image will need a 3 pixel Radius if they are 
to register as being sharp in print. When an image is viewed on a 
Computer display at 100%, this kind of sharpening will look far too 
sharp, if not downright ugly (partly because you are viewing the 
image much closer up than it will actually be seen in print), but the 
actual physical print should appear nice and sharp once it has been 
printed from the ‘output sharpened’ version of the image. So, based 
on the above formula, images printed at lower resolutions require 
a smaller pixel radius sharpening and those printed at higher 
resolutions require a higher pixel radius sharpening. Now, different 
print processes and media types also require slight modifications 
to the above rule, but essentially, output sharpening can be distilled 
down to a set formula for each print process/resolution/media type. 
This was the basis for the research that was carried out by the late 
Bruce Fraser and Jeff Schewe when they devised the sharpening 
routines used for Photokit Sharpener (see sidebar) and which are 
also elaborated upon in Real World Image Sharpening with Adobe 
Photoshop, Camera Raw, and Lightroom (2nd Edition), also by 
Bruce Fraser and Jeff Schewe (ISBN: 978-0321637550). 

High Pass filter edge sharpening technique 

The technique thaTs described on pages 690-691 shows an 
example of just one of the formulas used in Photokit Sharpener 
for output sharpening. In this case I have shown Bruce Fraser’s 
formula for sharpening a typical 300 pixel per inch glossy inkjet 
print output. You will notice that it mainly uses the High Pass filter 
combined with the Unsharp Mask filter to apply the sharpening 
effect. If you wish to implement this sharpening method, do make 
sure you have resized the image beforehand to the exact print 
output dimensions and at a resolution of 300 pixels per inch. 


Photokit Sharpener 

Photokit Sharpener is available from vwwv. 
pixelgenius.com, from where you can 
obtain trial versions of this and other Pixel 
Genius products. There is also a special 
discount coupon at the back of the book 
as well as from the book website, which 
entitles you to a 10% discount. Photokit 
Sharpener provides Photoshop sharpening 
routines for capture sharpening, Creative 
sharpening and output sharpening (inkjet, 
continuous tone, halftone and multimedia/ 
Web). The Camera Raw sharpening sliders 
are based on the Photokit Sharpener 
methods of capture sharpening, so if 
you have the latest version of Photoshop 
or Lightroom, you won’t need Photokit 
Sharpener for the capture sharpening. 

If you have Lightroom 2 or later, you 
will find that the output sharpening for 
inkjet printing is actually built-in to the 
Lightroom Print module. Therefore, if you 
don’t have Lightroom 2 or later, you’11 
definitely find the Photokit Sharpener 
output sharpening routines useful for 
applying the exact amount of output 
sharpening that is necessary for different 
types of print outputs and at different pixel 
resolutions. 
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1 The sharpening method described here is designed for sharpening an inkjet print on 
glossy paper at 300 ppi. To begin with, I made aduplicate copy of the Background layer and 
setthe layer opacity to 66%. I then double-clicked on this duplicate layer to open the Layer 
Style options and got the Blend lf sliders to match the settings shown here. 
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2 Next, I applied the Unsharp Mask filter to the layer using an Amount of 320, Radius of 
0.6 and Threshold of 4.1 then chose Edit o Fade, changed the blend mode to Luminosity 
and reduced the opacity to 70%. 
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3 I then changed the Layer blend mode from Normal to Overlay. I went to the Filter menu, 
chose Other o High Pass filter and applied a Radius of 2 pixels. Here is a 1:1 close-up 
view of the sharpened image. Remember, you can’t judge the sharpening by looking at the 
display, but you should be able to judge the effectiveness of the technique by how sharp 
the photograph appears here in print. Note that the sharpening layer here can be increased 
or decreased in opacity or easily removed and that the underlying Background layer 
remained unaffected by the preceding sharpening steps. 
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Gamut warning 

The View menu contains a Gamut Warning 
option that can be used to highlight colors 
that are out of gamut. The thing is, you 
never know if a highlighted color is just a 
little or a lot out of gamut. Gamut Warning 
is therefore a fairly blunt instrument to 
work with, which is why I suggest you use 
the soft proofing method described here. 

Print from the proof settings 

The Customize Proof condition is also 
important because when it is active and 
applied to an image, the Photoshop Print 
dialog can reference the soft proofed view 
as the source space. This means you can 
use the Customize Proof Condition to select 
a CMYK output space and the Photoshop 
Print dialog can allow you to make a 
simulated print using this proof space. 


Soft proof before printing 

Color management can do a fairly good job of translating the 
colors from one space to another, but for all the precision of 
measured targets and profile conversions, it is still essentially 
a dumb process. When it comes to printing, color management 
can usually get you fairly close, but it won’t be able to interpret 
every single color or make aesthetic judgements about which 
colors are important and which are not. Plus some colors you 
see on the Computer display simply can’t be reproduced in print. 
This is where soft proofing can help. If you use the Custom Proof 
Condition dialog as described here, you can simulate on the 
display pretty accurately how the print will look when printed. 
Soft proofing shows you which colors are going to be clipped and 
also allows you to see in advance the difference between selecting 
a Perceptual or Relative Colorimetric rendering intent. All you 
have to do is to select the correct profile for the printer/paper 
combination that you are about to use, choose a rendering intent 
and make sure Black Point Compensation plus the Simulate Paper 
Color (and by default simulate black ink) are checked. 



1 To begin with, I opened the image shown here, went to the Image menu and chose 
Duplicate... This created a duplicate copy image, which is shown here on the left nextto 
the original on the right. In this screen shot you may already see a slight difference in tone 
contrast and color between the two. This is because I had applied the Customize Proof 
Condition shown in Step 2 to the original master image (seen here on the right). 
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2 To soft proof the master image I went to the View menu and chose Proof Setup o 
Custom... Here I selected a profileof the printer/paper combination that I wished to 
simulate, using (in this case) the Relative Colorimetric rendering intent and with the 
Simulate Paper Color option checked in the On-Screen Display Options. 
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3 1 now had a soft proof prediction of how the master file would print that could be viewed 
alongside a duplicate of the original image. The goal now was to add a Curves adjustment 
layerto tweak the tones (using the Luminosity blend mode) and a Hue/Saturation 
adjustment to tweak the colors (using the Color blend mode). A few minor adjustments 
were enough to getthe soft proofed masterto match more closely to the original (which I was 
comparing here to the Duplicate image on the left). 
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4 Here is the final version, which shows the corrected, soft proofed master image. When 
this corrected version was sent to the printer, one would expect the print output to match 
very closely to what was seen on the Computer display. I recommend the correction 
adjustment layers be preserved by grouping them into a layer group. You will then be able 
to turn the visibility off before saving and only need to switch the layers back on again when 
you want to make further prints. 


Managing print expectations 

When you use soft proofing to simulate a print output your initial 
response can be ‘eek, what happened to the contrast?’ This can be 
especially true when you also include Simulate Paper Color in a 
soft proof setup. If we assume that you are using a decent display 
and that it has been properly calibrated, the soft proof view should 
still represent an accurate prediction of the contrast range of an 
actual print compared to the high contrast range you have become 
accustomed to seeing on an LCD display. One solution is to look 
away as you apply the soft proof preview so that you don’t notice 
the sudden shift in the on-display appearance so much. 
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Making a print 

There are just two Photoshop Print options File O Print... (£§Q 
Q29Q), which takes you directly to the Photoshop Print dialog 
and the File o Print One Copy command Í Í5Í BfaiH@ 

. You can use ‘Print One Copy’ should you wish 
to make a print using the current configuration for a particular 
image, but wish to bypass the Photoshop Print dialog. 

The print workílow was refined in CS5 to make the print 
process more consistent between operating systems, as well as 
more repeatable. The operating system Page Setup option was 
removed from the File menu and is now accessed solely within the 
Photoshop Print dialog via the Print Settings button, from where 
you can manage all the remaining operating system print driver 
settings. The net result is that by incorporating both the Mac and PC 
operating system print drivers into the Photoshop Print dialog, the 
process of scripting and creating print actions is now more reliable. 
Previously, the vagaries of the operating system Print dialogs 
meant that it was not always possible to create print output actions 
that could work reliably on another system. Since the introduction 
of these improvements to the Photoshop Print workílow, the 
Photoshop print process can now be made more consistent. 

Photoshop Print dialog 

When you choose Print... from the File menu, this takes you to 
the Photoshop Print dialog shown in Figure 12.1. A number of 
improvements have been made to the Photoshop CS6 Print dialog. 
For a start, you can resize the dialog as big as you like to see an 
enlarged print preview. Because of this you can now get a much 
clearer preview of what the print output will look like, especially 
when using the soft proof preview options. Also, when the Print 
dialog is enlarged you can easily access all the print Controls at 
once from the panei list on the right. Plus you can now click on a 
button to open the selected printer Print Utility dialog. To begin 
with let’s take a look at the Printer Setup options. 

Printer selection 

If you have just the one printer connected to your Computer 
network, this should show up in the Printer list by default (circled 
in Figure 12.1). If you have more than one printer connected you 
can use this menu to select the printer you wish to print with. 


Remembering the print settings 

The settings you apply in the Print dialog 
are saved with the document afteryou click 
Print or Done. So, if you open a document 
that you have printed before, you’11 get to 
see the last settings that were used to print 
that document. If you open a document 
which hasn’t been printed before, you get 
the last used print settings. If you hold 
the Spacebar as you select File o Print, 
Photoshop ignores the Print Settings that 
may previously have been saved to that 
document. This allows you to specify 
the print settings from a fresh starting 
point. However, if your print settings are 
fora printer that is no longer available, 
everything gets reset to the default 
settings. 

Solo panei opening 

If you Q ^3-click on a panei header 
this expands the selected panei contents 
and keeps all the others closed. 
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Print orientation 

Photoshop Princ Stiiingis 


Print Settings Select printer Open Print utility 



29.67 cipx 4 L.M cm 



▼ Color Management 

Remember to enable (he printer* s color 
management in lhe print settings dialog búx. 

Document Proflle: Adobe RGB ÍI998) 


Color Handling: 1 Printer Manages Colors 
Pri nter Profi \%: sHGB IEC61066-2.1 


O Send 16-bit Data 
- I Normal Prlrting i-S | - 


R«nd*ring Intem; | Relative Colorlmetrlç ~t] 

D Black Pomt Compensation 


► DescrlptJon 


t posltion and Size 
r— Position- 


S3Center Top: jz.9 | Uft:|2,6L6 


— Scaled Print Size- 

Scalc Helght: 


□C 


i r 


] Maich Prim Colors C Carmit warning C Show Paper Whlte 


^ Cancel Oone ^ 


Figure 12,1 The Photoshop Print dialog, with the focus on the Printer Setup options. 


Preview background color 

The outer background color matches the 
canvas color set in the Photoshop Interface 
preferences (see page 6-7). However, 
you can right-click on the outer background 
area to view the contextuai menu and select 
adifferent background color. 


Below that are the Print Settings and print orientation buttons. 
Here, you need to click on the Print Settings button to open the 
operating system print driver dialog for Mac or PC and configure 
the desired print settings, specifying the paper size you intend to 
print with as well as the media type. In Figure 12.2, you’ll see 
screen shots of the Mac OS Print dialog showing how to select the 
correct printer model and an appropriate paper size. Figure 12.3 
shows the Windows Vista dialog, where in the Advanced panei 
section you can go to the paper size menu (circled) and do the 
same thing. Once you are done, you can click on the Save or OK 
button to retum to the Photoshop Print dialog. 
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Figure 12,2 The Mac OS X Printer Settings, showing the paper size selection menu. 



Figure 12,3 This shows the Windows Vista Printer Settings, with the Paper Size section circled. 
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No Color Management missing 

The Color Management Color Handling 
options no longer include an option for 
printing with ‘No Color Management’. This 
is due to the fact that updating the Mac 
code to Cocoa 64-bit made it problematic 
to retain the ‘No Color Management’ 
print route. This option was required for 
producing neutral target prints intended 
for reading and generating ICC profiles. 
However, you can download an Adobe 
Color Printer Utility from the Adobe 
website. This now allows you to print your 
print target files without applying color 
management. Here is the link to download: 
tinyurl.com/25onde3. 


Color Management 

Now let’s look at the Color Management settings, which are shown 
in Figure 12.5, as well as in close-up below in Figure 12.4. In 
the Color Handling section you have the option to choose Printer 
Manages Colors or Photoshop Manages Colors. The former can be 
used if you want to let the printer driver manage the color output. If 
this option is selected the Printer Profile menu appears grayed out, 
as will be the Black Point Compensation box, but it will be possible 
to select a desired rendering intent (either Perceptual or Relative 
Colorimetric). It is also possible to select the ‘Hard Proofmg’ option 
from the menu circled below when letting the printer manage 
the colors, but if this is your aim you should really choose the 
‘Photoshop Manages Colors’ option to do this. Note, if you change 
printers in the Print dialog, the color management always switches 
to select ‘Printer Manages Colors’. This default setting is most 
suitable for casual users of the Print dialog, but it’s easy enough to 
change to ‘Photoshop Manages Colors’. 

When the ‘Photoshop Manages Colors’ option is selected the 
Photoshop Print dialog can be used to handle the print output color 
management and does its best to select a suitable default profile 
in the process. You will then need to mouse down on the Printer 



▼ Color Management 

Remember to enable the printer 1 s color 
management ín the print settings dialog box, 

Document Profite: Adobe RGB (1998) 


Color Handling: Printer Manages Colors _ *J 

Printer Profile: 5 RGB IEC61966-2.1 j ] 

G 5end 16-bit Data 



Rendering Intent: Relative Cotohmetric 


Black Point Compensation 



▼ Color Management 

Remember to dtsable the prlnter T s color 
management ír\ the print settings dialog box, 

Document Profite: Adobe RGB (1998) 


Color Handling: 

Photoshop Manages Colors 

Tl 




Printer Profile: 

Pro48G0 PGPP250 

:) 


S! Send 16-bit Data 


[ Normal Printing 1 

Rendering Intent: Re ia tive Colorimetric i 1 

M Black PoJnt Compensation 


Figure 12.4 This shows the two Color Handling options: Printer Manages Colors or 
Photoshop Manages Colors. 
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Photoshop Print Settmgs 


Color Handling 


Printer Profile 

Send data in 
16-bit mode 
Proofing 
menu option 

Proof Setup 
options 

Simulate 
Paper Color 
and Black Ink 


Color proofing options 

Figure 12.5 The Photoshop Print dialog, showing the Color Management options. 

Profile menu, where you’11 see a list of profiles. Here you need 
to select the printer profile that matches the printer/paper you are 
about to print with. It used to be the case that canned profiles were 
frowned upon as being inferior, but with the latest Epson printers 
at least, these printers are very consistent in print output and the 
canned profiles work pretty well, so you would be advised to use 
Epson’s own brand profiles for the papers that their printers support. 
When you select the printer model in the Print Settings this also 
filters the ICC profiles that are associated with the printer, so these 
will appear at the top of the profile list (see Figure 12.6). Also, the 
printer selection and profiles are sticky per document, so once you 
have selected a printer and configured the associated print settings, 
these are saved along with everything else in the document. 


Accessing canned printer profiles 

A set of canned printer profiles should be 
installed in your System profiles folder at 
the same time as you install the print driver 
for your printer. If you can’t find these, try 
doing a reinstall, or do a search on the 
manufacturefs website. 


2» <7 cm «4 LM cm 



Match Print Colors M Gamut Warning Show Paper White 


Printer EPSON Stylus Pro 4800 


3 


Copies. 1 Print Settings... 

Layout [E!® 


▼ Color Management 

Remember to disable the printer's color 
management in the print settings dialog box. 

Document Profile Adobe RGB (1998) 


Color Handling Photoshop Manages Colors 


Printer Profile Pro4800 PGPP250 


'V* Send 16-bit Data 


Rendering Intent Relative Cotorimetric 
0 Black Point Compensation 
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► Position and Size 

► Printlng Marks 

► Functions 
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Printer Setup 

Prl rite r : EPSON Stvlws Pro 4800 
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► Position and 
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Figure 12.6 This shows the printer profile list, with the printer manufacturer profiles for 
the currently chosen printer placed at the top of the list. 

Rendering intent selection 

The rendering intent in ‘Normal Printing’ mode can be set 
to Perceptual, Saturation, Relative Colorimetric or Absolute 
Colorimetric. For normal RGB printing the choice boils down to a 
choice of just two settings. Relative Colorimetric is the best setting 
to use for general printing as this will preserve most of the original 
colors. Perceptual is a good option to choose when printing an 
image where it is important to preserve the detail in saturated color 
areas, or when printing a photo that has a lot of deep shadows, 
or when you are printing to a smaller gamut output space, such 
as a fine-art matte paper. Whichever option you choose, I advise 
you to leave Black Point Compensation switched on, because this 
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maps the darkest colors from the source space to the destination 
print space. Black Point Compensation preserves the darkest black 
colors and maximizes the full tonal range of the print output. 

The Photoshop Print dialog preview can be color managed by 
checking the ‘Match Print Colors’ option. You will notice that as 
you pick a printer profile or adjust the rendering intents, you can 
preview on-screen what the printed colors will look like. When 
proofing an RGB output in this way you can also check the ‘Show 
Paper White’ option to see an even more accurate simulation, one- 
that takes into account the paper color of the print media. There is 
even a Gamut Warning option, but as I pointed out on page 692, 
this isn’t as useful as using the soft proofing method described 
earlier to gauge how your print output will look. 

Hard Proofing 

Earlier, in the Soft proof before printing section (pages 692-694), 

I described using the soft proof setup to predict how an RGB 
photograph might actually print via an inkjet or when printed 
in CMYK or any other print output space for which you have 
a profile. If the Hard Proofing option is selected in the Color 
management settings (circled), you TI see the options shown below 
in Figure 12.7. 


16-bit output 

Image data is normally sent to the printer 
in 8-bit, but a number of inkjet printers 
now have print drivers that are enabled for 
16-bit printing (providing you are using 
the correct driver and the 16-Bit Data 
box is checked in the Color Management 
section). There are certain types of images 
that may theoretically benefitfrom 16-bit 
printing and where using 16-bit printing 
may avoid the possibility of banding 
appearing in print, but I have yet to see this 
demonstrated. Lefsjust say, if your printer 
is enabled for 16-bit printing, Photoshop 
nowallowsyou to send the data in 16-bit 
form (but only if the file you are attempting 
to print is in 16-bit of course). 



▼ Color Management 

Remember to disable the printer^ color 
management in the print settings dialog box. 

Doeu me nt Profite: Adobe RGB (1998) 

Color Handlíng: Photoshop Manages Colors ; 1 
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Proofing Profile: BlurbJCC_Profile.lcc 
0 Si mui ate Paper Color S tm ul ate Bl ack I n k 


Printer Profile: [ Fro4B00 FÇFF25Q 
0 Send 16-bit Data 
ÇGlárd Proofing 

Proof Setup: 8lurbJCC_RelatÍve 


Figure 12.7 This shows the Color Management Hard Proofing options. 
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Overcoming dull whites 

lf you use the Hard Proofing option to 
produce a Hard Proof print output and you 
have the ‘Simulate Paper Color’ option 
selected, the whites may appear duller 
than expected when the print is made. This 
does not mean the proof is wrong, rather it 
is the presence of a brighter white border 
that leads to the viewer regarding the result 
as looking inferior. To get around this 
try adding a white border to the outside 
image you are about to print. When the 
print is done, trim away the outer ‘paper 
white’ border so that the eye does not get 
a chance to compare the dull whites of the 
print with the brighter white of the printing 
paper used. 


When the Hard Proofing option is selected you’11 need to select 
a proof setup setting from the Proof Setup menu. This is how you 
configure a printer to simulate a specific CMYK output when 
making a print. You may already have configured a custom proof 
setup via the Custom Proof Condition dialog (see Figure 12.8). If 
not you can go to the View menu, choose Proof Setup O Custom... 
and configure a custom setting. However, if a proof condition 
is already active for a document window (such as a standard 
CMYK preview or a custom proof setting) and you select the Hard 
Proofing option, this proof condition will be selected automatically. 
The Simulate Black Ink is always checked by default, but you 
can also include Simulate Paper Color when creating a hard proof 
output (see sidebar). 


Cusiomtze Proof Condition 


Custom Proof Condition: BlurbjCCJtelaiive 
Proof Conditions 


Device to Simulate BlurbJCC Profile.kc 


Preserve Numbers 


Rende ring Intent: Re la tive Colori metric 


^ Black Point Compensation 


Display Options iOn Screeni 
SnmiUte Paper Color 

^ Simulate Black Ink 


Tl 


t o* ) 

( Cancel > 

( ) 
Ç Sw...') 

0 Preview 


Figure 12.8 The View O Proof Setup o Custom Proof Condition dialog. 


Proof print or aim print? 

Basically, if you are in a situation where someone asks you to 
produce RGB inkjet prints that simulate the CMYK print process, 
you can use the ‘Hard Proofing’ option to create what is sometimes 
referred to as a ‘cross-rendered aim print’. This is not quite the 
same thing as a certified contract proof print, but a commercial 
printer will be a lot happier to receive a print made in this way, 
rather than a print made direct from an RGB image using the full 
color gamut of your inkjet printer. As I say, this will not be an 
official ‘contract proof’ print, but even so, will be welcomed by 
many repro houses as a guide to how you anticipate the final print 
image should look when printed on a commercial press. 
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Position and Size 

You TI notice that the print preview is contained within a bounding 
box. You can position the image anywhere you like, by dragging 
inside the box, or scale it by dragging any of the bounding box 
handles. In the Position and Size section you can choose to center 
the photo, or precisely position it by entering measurements for the 
Top and Left margins. In the Scaled Print Size section, if the image 
overflows the currently selected page size, you can choose ‘Scale 
to Fit Media’. This automatically resizes the pixel resolution to 
ht the page and the Print Resolution PPI adjusts accordingly. You 
can also enter a specihc Scale percentage, or Height and Width for 
the image, but I don’t advise you to do this unless you absolutely 
must. It is usually much better to resize the image in Photoshop 
first and print using a 100% scale size. 


Heads up display in the Print dialog 

As you drag the print preview you’11 see 
a heads up display showing the precise 
position on the print page (see the move 
tool in use in Figure 12.10). Also, when 
dragging the preview corner handles 
the heads up display indicates the print 
dimensions. 
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Figure 12,9 The Photoshop Print Dialog focusing on the remaining panei options. 
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Adjusting the print margins 

lf you hold down the ^3 GB key while 
dragging a margin for the print selected 
area, the opposite margin will move 
accordingly. So, if you Q G3 drag the 
left margin, the right margin will move 
also. Hold down the fjü 22 key to have 
all four margins move to match the drag 
made on one margin. 


Printable Cropped 

area margin print margin 


Print selected area 

With most printers the printable area is restricted in the margins 
and you usually find that there is a trailing edge at the bottom that 
is wider than the side and top margin edges. You can see this in 
Figure 12.10, where the printable area margin is indented more 
at the bottom than it is at the top and sides. You can’t adjust these 
of course, but if the Print Selected Area option is checked (circled 
below) you can adjust the cropped print margin sliders to apply 
a crop via the Print dialog within the printable area. The thing to 
make clear here is that you are applying a crop that sets the area 
within the page that can be printed, rather than cropping the actual 
image itself (even though the end result appears to be the same 
thing). You can also mouse down on the print preview and click and 
drag the image relative to the crop using the move tool shown here. 
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Figure 12.10 The Photoshop Print Dialog focusing on the Print Selected Area option. 
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Ensuring your prints are centered (Mac) 

We would all love Photoshop printing to be simpler, but 
unfortunately there are no easy Solutions and this is not necessarily 
Photoshop’s fault. The problem is that there are a multitude of 
different printer devices out there and in addition to this, there are 
different operating systems, each of which has its own protocols as 
to how the system print dialogs should be organized. 

Making sure a print is centered is just one of several problems 
that require a little user intervention. If you center a print in 
the Photoshop Print dialog, but it doesiTt print centered, this 
is probably due to the default margin settings being uneven. 

The reason for this is that some printers require a trailing edge 
margin that is wider than all the other margins (see previous 
page). However, as I have shown in Figure 12.11 below, you can 
overcome this on the Macintosh system by creating your own 
custom paper size and margin settings. 
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Figure 12.11 On Mac OSX, clickonthe Print Settings... button inthe Photoshop 
Print dialog and choose Manage Custom Sizes... from the Paper Size menu. In the 
Custom Page Sizes dialog checkthe margin width for the bottom trailing edge margin for 
the selected printer. If you want your prints to always be centered, all you have to do is to 
adjust the Top margin width so that it matches this Bottom measurement. Set a Width and 
Height for the new paper size and save this as a new paper size setting and add ‘centered’ 
so you can easily locate it when configuring the Page Setup or Paper Size settings. 
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Figure 12,12 The Border option allows you 
to add a black border and set the border size. 
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Figure 12,13 The Bleed option works 
in conjunction with the Corner Crop Marks 
option and determines howfarto position 
them from the edge of the printed image. 


Príntmg Marks 

In this section you can select any extra items that you wish to 
see printed outside the image area. The Comer and Center Crop 
Marks indicate where to trim the image, while adding Registration 
Marks can help a printer align the separate plates. Checking the 
Description box will print any text that has been entered in the File 
o File Info box Description field, though you can also click on the 
Edit... button next to this and enter description text directly via the 
Photoshop Print dialog. Lastly, check the Labeis box if you want 
to have the file name printed below the picture. 

Functions 

Click on the Background... button if you want to select a 
background color other than white. For example, when sending the 
output to a hlm writer, you would choose black as the background 
color. You can click on the Border... button (Figure 12.12) to 
set the width for a black border, but just be aware that the border 
width can be unpredictable. If you set too narrow a width, the 
border may print unevenly on one or more sides of the image. The 
Bleed... button (Figure 12.13) determines how much the crop 
marks are indented. 
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Figure 12,14 To save the PC system print settings as a preset, click on the Save 
Settings button in the Printer Properties dialog (see Figure 12.3) and click ‘Save’. 
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Saving operating system print presets 

Once you have established the operating system print dialog 
settings (as shown in Figures 12.2 and 12.3) for a particular 
printing setup, it makes sense to save these settings as a system 
print preset that can easily be accessed every time you want to 
make a print using the same printer and paper combination. To do 
this, apply the required print settings and save the settings via the 
Printer Properties/Print dialog and give the setting an appropriate 
name (see Figures 12.14 and 12.15). 

Print output scripting 

Since Photoshop CS5 the system print settings are applied after the 
Photoshop Print dialog. This means it is now possible to record a 
Photoshop action in which you select the printer model, the media 
size, type and orientation plus the system Print settings, followed 
by the Photoshop Print dialog settings. Once recorded, you can use 
this action to make print outputs with the click of a button (Figure 
12.17). So while it is a shame that there is no current mechanism 
in Photoshop to create and save custom print settings, the ability to 
record the print output step as an action does at least provide one 
reliable method for saving the Photoshop print settings for future 
reuse. You can also convert such actions into Droplets (as shown 
in Figure 12.16), where you can simply drag and drop a file to a 
droplet to make a print (IT1 be discussing actions and droplets later 
in Chapter 13). 


Ps 




WlBY3SlQ.tif 


Print AS Landscape glossy 

Figure 12.16You can automatethe print process further. Ifyou convert an action like 
the one shown in Figure 12.17 into a droplet, you can make it possible to simply drag and 
drop files to the droplet to initiate the desired print output. This allows you to bundle the 
printer model selection, the page setup, the media type and Photoshop print settings all 
into the one droplet/action. 
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Figure 12,15 Saving the print settings as a 
preset (Mac). 



Figure 12,17 Photoshop actions can now 
be used to record the complete print process. 
Once you have done this you can make further 
prints by simply replaying the action. 
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Print quality settings 

In the Print settings, a higher print 
resolution will produce marginally better- 
looking prints, but take longerto print. The 
High Speed option enables the print head 
to print in both directions. Some people 
prefer to disable this option when making 
fine quality prints, but with the latest inkjet 
printers, the high speed option shouldnY 
necessarily give you inferior results. 


Configuring the Print Settings (Mac and PC) 

The following dialogs show the Mac and PC Print Settings dialogs 
for the Epson 4800 inkjet printer (Figures 12.18 and 12.19). In 
both the examples shown here, I wished to produce a landscape 
oriented print on a Super A3 sized sheet of Epson glossy photo 
paper using the best quality print settings and with Photoshop 
handling the color management. 

The system print settings dialog options will vary a lot from 
printer to printer. As well as having Mac and PC variations, you 
might have a lot of other options available to choose from and the 
printer driver for your printer may look quite different. However, 
if you are using Photoshop to manage the colors, there are just 
two key things to watch out for. You need to make sure you select 
the correct media setting in the print settings and that you have 
the printer color management turned off. This may mean selecting 
‘No Color Adjustment’ in the Print Settings or Color Management 
sections and you should ignore any of the other options you might 
see such as: ‘EPSON Vivid’ or ‘Charts and Graphs’. 


Figure 12,18 This shows the Mac Print 
Settings for the Epson 4800 printer. You will 
need to select a media type that matches the 
paper you are going to print with. Go to the 
Media Type menu and choose the correct 
paper. Next, you will want to select a print 
quality setting that might say ‘Super-duper 
Photo’ or‘Max Quality’. Lastly, look for the Print 
Settings menu and set this to Off (No Color 
Adjustment). This is because you do not need 
to make any further color adjustments. Note 
that with this particular driver it knows when 
you are choosing to print with the printer color 
management switched off and the ‘Off (No Color 
Adjustment)’ option is selected automatically. 

All you have to do now is click on the Save 
button at the bottom of the dialog to return to 
the Photoshop Print dialog from where you can 
click on the Print button to make a print. 
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Figure 12.19 Thisshowsthe Windows Vista Print Settings for the Epson 4800 printer. 
Again, you will need to use the Media Type menu to selectthe correct paper to print with. 
For the Print Quality, selecta high quality setting, such as the MaxQualitysetting selected 
here. For the Color settings mode you will need to look for the advanced or custom 
options. In this dialog I needed to click on the ‘Custom’ button, which enabled the menu 
below, where I could selectthe‘Off (No ColorAdjustment)’ option. Ifyou lookbackat 
the Figure 12.3 example, you’ll notice thatforthe Epson R1900 printer I had to goto the 
Advanced panei mode, click the ICM button and checkthe ‘Off (No Color Adjustment)’ 
option there. Lastly, click on the OK button to return to the Photoshop Print dialog from 
where you can click on the Print button to make a print. 

Photoshop managed color on Windows 

When using ‘Photoshop Manages Colors’ on a PC system, the 
Photoshop Print dialog reads the JobOptimalDestinationColorProfile 
tag when selecting a default color profile. However, so far 
very few print drivers have got around to implementing this 
functionality. As and when such drivers do eventually ship, the 
printer will be able to better communicate with Photoshop as 
to which is the best profile, based on the media type you have 
selected. 
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Figure 12,20 Here is an example of an 
X-Rite colortarget that can be used to build 
an ICC color profile. The target file must be 
opened without any color conversion and 
sent directly to the printer without any color 
management and the print dimensions must 
remain exact. If it is necessary to resize the 
PPI resolution, make sure that the Nearest 
Neighbor interpolation mode is selected. 


Replacing canned profiles 

I don’t have room to go into too much 
detail here, but on the Mac system at 
least, ifyou are familiar with usingthe 
ColorSync Utility, you can go to the 
Devices section, select a canned profile, 
click on the Current Profile name, choose 
Other... and select a custom profile to 
replace itwith. This will promote a custom 
profile to appear in the filtered profile list 
for that printer. 


Custom print profiles 

As I have mentioned already, the profiles that are shipped with the 
latest inkjet printers, and especially those for the Epson models, can 
be considered reliable enough for professional print quality work 
(providing you are using the manufactureis branded papers). If you 
want to extend the range of papers you can print with, then you will 
either have to rely on the profiles supplied by these paper companies 
or consider having a custom printer profile built for each paper type. 

One option is to purchase a complete calibration kit package 
such as the X-Rite ilPhoto with ProfileMaker software. The other 
alternative is to get an independent color management expert to 
build a profile for you. There are quite a few individuais who are 
able to offer these Services, such as Andrew Rodney, who is based 
in the US (www.digitaldog.net). If you go to the book website, 
you TI see that a company called colourmanagement.net are also 
offering a special coupon to readers that entitles you to a discount 
on their remote printer profiling Services. 

Remote profiling is a simple process. All you have to do is to 
follow the link to the provideis website, download a test target 
similar to the one shown in Figure 12.20 and follow the instructions 
closely when preparing a target print for output. The system print 
dialog settings used to produce the target print should also be saved 
so that these exact same print settings can be used again when you 
then follow the steps outlined on pages 698-699. 

You will then need to send the printed target to the supplied 
address, where the patch readings will be used to build an ICC 
profile that represents the characteristics of a particular paper type 
on your individual printer. You TI usually receive back an ICC 
profile via email. 

The important points to bear in mind are that you must not 
color manage the target image when printing. The idea is to 
produce a print in which the pixel values are sent directly to 
the printer without any color management being applied. With 
previous versions of Photoshop you could do all this directly 
within the Photoshop Print dialog. However, since the CS5 
version, Photoshop no longer has a ‘No Color Management’ print 
option. As I mentioned earlier on page 698, you should look out 
for the new Adobe Color Printer Utility from the Adobe website. 
You can use this to print out non-color managed print targets for 
custom profiling. 
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G etting to know the basics of Photoshop takes a few 
months, although it will take a little longer than that 
to become a fluent Photoshop user. One way you can 
speed up your Photoshop work is by learning how to 
use many of the various keyboard shortcuts. There are a lot of these 
in Photoshop, so it is best to learn a few at a time, rather than try to 
absorb everything at once. Throughout this book I have indicated 
the Mac and PC key combinations for the various shortcuts that 
are in Photoshop. While I have probably covered nearly all those 
one might use on a regular basis, there are even more shortcuts 
you can use. Most of these are listed in the Shortcuts table PDF, 
which is available from the book website. Or, you can go to the 
Keyboard Shortcuts dialog in the Photoshop Edit menu to see 
whafs available. 
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Sourcing ready-made actions 

When you first install Photoshopyou will 
find some actions are already loaded in 
the Default Actions Set and you can load 
more by going to the Actions panei fly-out 
menu and clicking on one of the action 
sets in the list (see Figure 13.1). There 
are also many more Photoshop actions 
that are freely available on the Internet. A 
useful starting point is the Adobe Studio 
Exchange site at: tinyurl.com/28do5t. This 
site offers ready-prepared actions orsets 
of actions with examples of the types of 
effects achieved with them for you to freely 
download for use in Photoshop. 



Sutton Modc 

New Action... 
New Set... 
Duplxite 
Oelete 


Set Options... 
Pliyback Options.. 
AJIow Tool Recofding 

Clear All Actions 
Reset Actions 
load Actions... 
Replace Actions... 
Save Actions... 


Image Effects 

LAS - Black & White Techmque 

Production 

Stars Trails 

Text Effects 

Textures 

Video Actions 


Gose 

Close Tab Group 


Figure 13.1 Here is the Actions panei 
showing the panei fly-out menu options. You 
can easily add more action sets to the Actions 
panei by selecting them from the list. 


Working with Actions 

You can record a great many operations in Photoshop using 
actions. Photoshop actions are application Scripts you can use 
to record a sequence of events that have been carried out in 
Photoshop and any actions you record this way can then be 
replayed on other images. If there are certain image processing 
routines that you regularly need to carry out when working in 
Photoshop, recording an action can save you the bother of having 
to laboriously repeat the same steps over and over again on 
subsequent images. Not only that, but you can also use actions to 
batch process multiple images. 

A new action must always be saved within an action set in 
the Actions panei. Such action sets can then be saved and shared 
with other Photoshop users so that they too can replay the same 
recorded sequence of Photoshop steps on their computers. 

Playing an action 

The Actions panei already contains a set of prerecorded actions 
called Default Actions. atn. If you go to the Actions panei fly-out 
menu you can load other sets from the menu list such as: Trames’, 
or Tmage Effects’ (Figure 13.1). To test these out, open an 
image, select an action from the menu and press the Play button. 
Photoshop then applies the recorded sequence of commands to 
the selected image. However, if the number of steps in a complex 
action exceeds the number of available histories there will be no 
way of completely undoing all the commands once the action has 
completed. As a precaution, I suggest you either take a Snapshot 
via the History panei or save the document before executing an 
action. If you are not happy with the result of an action, you can 
always go back to the saved snapshot in History or revert to the last 
saved version. 

The golden rule when replaying an action is ‘never do anything 
that might interrupt the progress of the action playback in 
Photoshop’. If you launch an action in Photoshop you must leave 
the Computer alone and let Photoshop do it’s thing. If you click on 
the finder while an action is in playback mode this can sometimes 
cause an action to fail. 

Photoshop Actions are normally appended with the .atn file 
extension and saved by default to the Photoshop Actions folder, 
inside the Photoshop Application Presets folder, but you can store 
them anywhere you like. If you want to install an action that you 
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have downloaded or someone has sent to you, all you have to do 
is double-click it and Photoshop will automatically load the action 
into the Actions panei (and launch Photoshop in the process if the 
program is not already running at the time). 

Recording actions 

To record an action, you TI first need to open a test image to work 
with and you must then create a brand new action set to contain 
the action. Next, click on the Create new action button at the 
bottom of the Actions panei (Figure 13.2), which adds a new 
action to the action set. Give the action a name before pressing 
the Record button. At this stage you can also assign a custom 
keystroke using the Function keys (©-©) combined with the 
QP and/or til keys. In future you will then be able to 
use the assigned key combination to initiate running a particular 
action. Now carry out the Photoshop steps you wish to record and 
when you have finished click the Stop recording button. 

When recording a Photoshop action, I suggest you avoid 
recording commands that rely on the use of any named layers or 
channels that may be present in your test file, as these will not 
be recognized when the action is applied to a new image. Also 
try to make sure that your actions are not always conditional on 
starting in a specific color mode, being of a certain size, or being 
a flattened image. If the action you intend recording is going to be 
quite complex, the best approach is to carefully plan in advance 
the sequence of Photoshop steps you intend to record. A Stop can 
always be inserted in an action, which will then open a message 
dialog at a certain point during playback (see page 717 and 
Figure 13.5). This can be used to include a memo to yourself (or 
another user replaying the action), reminding what needs to be 
done next at a certain stage in the action playback process. Or if 
the action is to be used as a training aid, a Stop message could be 
used to include a teaching tip or comment. 

As I mentioned already, if you want to save an action, it must 
be saved within an action set. So if you want to separate an action 
out to have it saved on its own, click on the Create new set button 
in the Actions panei to create a new set, drag the action to the set, 
name it and choose Save Actions... from the Actions panei fly- 
out menu (the action set must be highlighted, not the action). The 
following steps show how to record a basic action. 



A 

B 

C 

D 


E 

F 


1 


Stop 

recording 


Create Delete 

new set action 


Stop/Pause Begin Play Create 

column recording action new action 


Figure 13.2 The Actions panei column 
showing the different action State icons. 


A: This Action Set contains inactive actions. 

B: Indicates one or more action steps are 
inactive and contains a Pause. 

C: An active step. 

D: An active step with a Pause which will 
open a dialog box. 

E: An active step with a Stop which will open a 
message dialog. 

F: An inactive step. 


Descriptions of all actions 

lí you hold down the iliiS keys 

as you choose Save Actions... this saves the 
text descriptions of the action steps for every 
Photoshop action currently in the Actions 
panei. 
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Unsharp Mask 
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1 Here, I wanted to show a practical example of how to create an action, by showing 
how the print sharpening steps shown on pages 690-691 could be recorded as an 
action. The first step was to create a new action set. To do this, I clicked on the Create 
new set button (see Figure 13.2), named this ‘Print sharpening actions’ and clicked OK. 



New Action 



2 I then clicked on the Create new action button (circled) in the Actions panei, named 
this action ‘300ppi-glossy-inkjet’ and clicked the ‘Record’ button. 



3 I then used a sample image to apply all the steps described on pages 690-691. 
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4 When I had finished recording all the steps, I clicked the Stop button to end the recording. 
In the Actions panei view shown on the right you can see a fully expanded list of all the 
steps, including the settings used. The action could be applied to other images by clicking 
on the Play button, or could be applied as a batch action process. You can also switch the 
Actions panei to Button mode (Figure 13.3), which makes the actions playback even simpler. 

Troubleshooting actions 

If an action doesn’t seem to be working, first check that the image 
to be processed is in the correct color mode. Many actions are 
written to operate in RGB color mode only, so if the starting image 
is in CMYK, the color adjustment commands won’t work properly. 
Quite often, assumptions may be made about the image data being 
ílattened to a single layer. One way to prevent this from happening 
is to start each action by using the |^0 @Q( shortcut (to 
select the top most visible layer), followed by the Merge Visible to 
new layer shortcut ZflQ rSfiiHlfk mtimísà ) These two 

steps will always add a new, ílattened merged copy layer at the top 
of the visible layer stack. Some pre-written actions require that 
the start image fits certain criteria. For example, the Photoshop- 
supplied ‘Text Effects’ actions require that you begin with an 
image that contains layered text and with the text layer selected. 

If you have just recorded an action and are having trouble 
getting it to work, you can inspect it command by command. Open 
a test image, expand the action to display all the items, select the 
first step in the action, hold down the 13 key and click on the 
Play button. This allows you to play the action one step at a time. 
You need to have the 13 SM key held down and keep clicking the 
Play button to continue playing the remaining steps. If there is a 




Figure 13.3 This shows the Actions panei in 
Button mode, where all you have to do is click 
on a button to initiate a recorded action (like 
the 300ppi-glossy-inkjet action circled above). 
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Recording ruler units 

For actions that involve recording the 
placement of objects or drawing of 
marquee selections, it is a good idea 
to record setting the ruler units as part 
of the action. For example, if you go to 
the Photoshop preferences and choose 
‘Units & Rulers’, you can set the rulers 
to ‘Percentage’. By recording this as part 
of an action, any subsequent placement 
of Photoshop guides, placement of the 
type tool or use of the marquee tools can 
be recorded relative to the proportions of 
the document. When you then replay an 
action, the action should work effectively 
no matter what the size or proportions of 
the image. 

Volatile actions 

One thing you have to be aware of is that 
although actions will remain stored in the 
Actions panei afteryou quit Photoshop, a 
newly installed or created action can easily 
become lost should you suffer a Computer 
or program crash before you quit. 
Photoshop Actions can also become lost 
if you trash the Photoshop preferences or 
uninstall Photoshop. It istherefore always 
a good idea to take the precaution of 
saving any newly created or newly edited 
action sets so you don’t lose them! These 
can be saved anywhere you like, but they 
ideally need to be stored in the Username/ 
Library/Application Support/Adobe/Adobe 
Photoshop CS6/Presets/Actions folder 
(Mac), or Username\Appdata\Roaming\ 
Adobe\ Adobe Photoshop CS6\Presets\ 
Actions folder (PC), if they are to be seen 
listed at the bottom of the Actions panei 
fly-out menu (see Figure 13.1). 


problem with one of the action steps then double-click the relevant 
action step in the list to rerecord it. You will then need to make sure 
that action step is selected, keep the 13 key held down again 
and click on the Play button to continue. 

Limitations when recording actions 

Most Photoshop operations can be recorded as an action such 
as image adjustments, History panei steps, filters, and most 
Photoshop tool operations, although you should be aware that tools 
such as the marquee and gradient fills are recorded based on the 
current set ruler unit coordinates (see sidebar on recording ruler 
units). If you go to the Actions panei menu and check the new 
‘Allow Tool Recording’ item, this now allows things like brush 
strokes to be recorded as part of an action. 

Actions only record changed settings 

One of the problems you commonly face when preparing and 
recording an action is what to do if certain settings are already as 
you want them to be. Actions only record a setting as part of an 
action if it actually changes something. For example, let’s say you 
are recording an image size adjustment where you want the image 
resolution to end up at 300 pixels per inch, but the image is already 
defined in the Image Size dialog as being 300 pixels per inch. In 
these situations, Photoshop doesn’t record anything. To resolve 
a problem like this you must deliberately make the image size 
something different before you record the step. Then when you 
change the pixel resolution this will get recorded. In this particular 
example, you would go to the Image Size dialog and temporarily 
make the image, say, 200 pixels per inch (without resampling the 
image), then record setting the resolution to 300 pixels per inch. 
When you are finished, delete the 200 pixels per inch step from the 
completed action. 

Background layers and bit depth 

The lack of a Background layer can also stop some actions from 
playing. There is not always much you can do about this, other 
than to convert the current base layer to a Background layer 
by choosing Layer o New o Background from Layer before 
playing the action. This isn’t always advisable since you woukhTt 
want to accidentally flatten all the layers in an important image. 
Alternatively, you could make a flattened duplicate of the current 
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image and then run the action. You may also want to check the bit 
depth of the image you are applying the action to. If the bit depth 
is 16-bit, not all Photoshop filters will work and you will need to 
convert the photo to 8-bits per channel mode first. 

Layer naming 

Action recordings should be as unambiguous as possible. For 
example, if you record a step in which a named layer is brought 
forward in the layer stack, in playback mode the action will look 
for a layer with that exact same name. Therefore, when adding 
a layer include naming the layer as part of the action. Do not 
use Layer 1, Layer 2, etc. as this may only cause confusion with 
Photoshop’s default layer naming. Also, use the main Layer menu 
or Layer key command shortcuts to reorder the layer positioning. 
Doing this will make your action more universally recognized. 

Inserting menu items 

There are some things which can be added as part of a Photoshop 
action that can only be included by forcing the insertion of a menu 
item. For example, Photoshop doesn’t record zoom tool or View 
menu zoom instructions. However, if you select Tnsert Menu Item’ 
from the Actions panei fly-out menu, as you record an action, 
you will see the dialog in Figure 13.4. The Menu Item dialog will 
initially say None Selected, but you can now choose, say, a zoom 
command from the View menu and the zoom instruction will be 
recorded as part of the action, although frustratingly the image 
won’t actually zoom in or out until you replay the action! I often 
use the Insert Menu Item as a way to record actions that open 
certain Photoshop dialogs that I regularly need to access, such as 
the various Automated plug-ins. This saves me always having to 
navigate the Photoshop menus to access these specific items. 



Stops and Pauses 

When editing an action, you can insert 
what is known as a Stop. This allows 
you to halt the action process to display 
an alert message. This could be a useful 
warning like the one shown in Figure 13.5, 
which could be displayed at a key point 
during the action playback. If you click in 
the Stop/Pause column space to the left 
of the action step, next to a step where 
a dialog can be shown, you can instruct 
Photoshop to open the dialog at this point 
(see the red icons in the Stop/Pause 
column in Figure 13.2). This allows you to 
custom edit the dialog box settings when 
playing backan action. 



Figure 13.5 The Record Stop dialog. 


Figure 13.4 The Insert Menu Item dialog will initially say None Selected. You can then 
select a menu item such as Window o Arrange o Tile, and click OK. When the Action is 
replayed the inserted menu item will be included in the playback list. 
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Batch processing actions 

One of the great advantages of actions is having the ability to 
batch process images. The Batch dialog can be accessed via the 
File o Automate menu, plus it can also be accessed via the Tools 
o Photoshop menu in Bridge. You first need to select an action 
set and action from the Play section and you TI then need to set 
the Source and Destination. The Source can be all currently open 
images, the selected images in the Bridge window, an Import 
source, or a specific folder, in which case, you TI need to click 
on the Choose... button below and select a folder of images. The 
following items in the Source section will only show if the Folder 
or Bridge options are selected. These allow you to decide how 
to handle files that have to be opened first in Photoshop before 
applying an action. The ‘Override Action “Open” Commands’ 
is a tricky one to understand (see sidebar), but basically, most 

Batch 



‘Override Action “Open” Commands 

If there is a recorded ‘Open’ item, such 
as an ACR processing step in an action, 
checking ‘Override Action “Open” 
Commands’ overrides popping the ACR 
dialog for each image and simply applies 
the ACR processing. However, if you check 
this and there is no open step recorded in 
the action, this will prevent the action from 
running, so select this option with caution. 


Figure 13.6 This shows an example of the Batch Action dialog set to apply a 
prerecorded action. The ‘Windows’ box has been checked here to ensure file naming 
compatibility with PC Systems. 
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of the time you’11 want to leave this unchecked. Only check the 
Tnclude Alt Subfolders’ option if you want to process all the 
subfolders within the selected folder. If you are processing a bunch 
of raw files and wish to override seeing the ACR dialog then do 
check the ‘Suppress File Open Options Dialogs’ option. Lastly, 
if you want to prevent the Missing Profile and Profile Mismatch 
dialogs appearing when you batch process images, then check the 
‘Suppress Color Profile Warnings’ option. As a consequence of 
doing this, if there is a profile mismatch, Photoshop checks what 
you did previously. If you previously chose to keep the image in 
its own profile space, then this is how the images will be batch 
processed. If there is no profile present, Photoshop checks to see 
if your previous preference was set to: Ignore, Assign a profile, or 
Assign and convert to the working space, and acts accordingly. 

In the Destination section you have three options. If you choose 
‘None\ Photoshop processes the selected files and leaves them 
open. If you choose ‘Save and Close’, Photoshop does just that and 
overwrites the originais, and if you choose ‘Folder’, you’11 need to 
click on the Choose... button to select a destination folder. 

Now it might so happen that the action you have selected to run 
the batch process with may contain a Save or Save As command 
that uses a specific file format and format settings, and this action 
step will contain a recorded Save destination. It might be the case 
that the Save destination is an important part of the action, but if 
the destination folder no longer exists, the action will fail to work 
(besides, you can specify a destination folder within the Batch 
dialog itself). So in the majority of instances, where the action 
contains a Save instruction, I recommend you check the ‘Override 
Action: “Save As” Commands’ checkbox. If the action does 
not contain a Save or Save As command, then leave this option 
unchecked. 

If a folder is selected as the destination, you have six editable 
fields at your disposal. You can use any combination you like, but 
if you select a custom file extension option this must always go at 
the end. As you edit the fields, you will see an example of how the 
naming will work in the ‘Example:’ section abo ve. The file naming 
options let you define the precise naming and numbering structure 
of the batch processed files (Figure 13.7 shows the complete list of 
naming and numbering options). 


Customized file naming 

It is easy to customize the File Naming 
with your own fields. In Figure 13.6, 

I created a batch process where the 
images were renamed ‘BookimageJ 
followed by a three digit serial number, 
followed by an underscore J and with 
the date expressed as: day; month; and 
year. Note that the numbering was set to 
start at ‘101’. So in this example the file 
name structure would be something like: 
BookimageJ 01_190908. 


/ Document Mame 
doeu mem name 
DOCUMENT NAME 
X Digit Serial Number 
2 Digit Serial Number 
l Digit Serial Number 
4 Digit Serial Number 
Serial Letter (a, b, c...) 
Serial Letter (A. 8, C..) 
mmddyy (date) 
mmdd (date) 
wyymmdd (date) 
yymmdd (date) 
yyddmm (date) 
ddmmyy (date) 
ddmm (date) 
extension 
EXTENSION 
None 


Figure 13-7 The Batch interface naming 
and numbering options. 

Error handling 

If ‘Stop For Errors’ is selected, this halts 
the batch processing in Photoshop any 
time an action trips up over a file for some 
reason. You can prevent this by selecting 
the ‘Log Errors to File’ option instead. This 
allows the batch processing to complete, 
but creates a log report of any files that 
failed to process. 
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Exporting and importing presets 

When you initially installed Photoshop CS6, you may have noticed 
a dialog asking ‘Would you like to migrate presets from the 
following versions?’ In that dialog the most recent previous version 
of Photoshop appeared listed (see page 2). This allowed you to 
automatically import the preset settings used in your old version of 
Photoshop. If you ignored this dialog and clicked ‘No’, you can go 
to the Edit menu in Photoshop and choose Presets O Export/Import 
Presets... This opens the dialog shown below in Figure 13.8. 

In Import Presets mode, select the Presets folder from your old 
version of Photoshop and click on an arrow to add selected presets 
to the list on the right (or click ‘Add A1T), then click ‘Import 
Presets’. In Export Presets mode, select presets from the list on the 
left and click on an arrow to add these to the list on the right (or 
click ‘Add A1P), then click ‘Export Presets’. This will allow you to 
create an ‘Exported Presets’ folder that contains a subset of presets 
folders, mirroring what was in the original Presets folder. 


Export/Import Presets 

Export Presets Import Presets 
Presets to Export 


□ 

□ 


Presets to Import: 3/44 

[ Remove All | | AddAII~| | Export Presets | | Cancel | 


(Actions) Droplet actions.atn 
(Actions) Print sharpening actions.atn 
(Actions) misc.atn 


Your Presets 

(Actions) üghtroom-newsactions.atn 

(Actions) misc.atn 

(Actions) Nocturnal.atn 

(Actions) Peachpit CMYK conversions.atn 

(Actions) PhotoKit actions.atn 

(Actions) PhotoKit Color.atn 

(Actions) PhotoKit Sharpener-081010.atn 

(Actions) PhotoKit Sharpener.atn 

(Actions) Photokit.atn 

(Actions) Print sharpening actions.atn 

(Actions) Retouch Artists.atn 

(Curves) Kodak Gold-2.acv 

(Curves) Kodak Gold.acv 

(Curves) Scanned memoirs.acv 

(Gradients) Warm quadtone.grd 

(HDR Toning) Boston-2009-l.hdt 

(HDR Toning) Boston-2009-2.hdt 

(HDR Toning) Chirtian Science.hdt 

(HDR Toning) Egol-Ol.hdt 

(HDR Toning) Eileann Donnan-night.hdt 

«I J s 


Figure 13.8 This shows the Export/Import Presets dialog. 
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Creating a droplet 

Photoshop actions can also be converted into self-contained, 
batch processing applications, known as droplets, which can 
play a useful role in any production workílow. When you drag 
a document or a folder on top of a droplet icon this launches 
Photoshop (if the program is not already running) and initiates 
the action sequence contained within the droplet. The beauty of 
droplets is that you only need to configure the batch processing 
settings once and they are then locked into the droplet. Droplets 
can be stored anywhere you like, although it makes sense to have 
them readily accessible such as in an easy-to-locate system folder 
(see Figure 13.9). 

To make a droplet, go to the File o Automate menu and choose 
Create Droplet... Figure 13.10 shows the Create Droplet interface 
and you will notice that the Create Droplet options are identical to 
those found in the aforementioned Batch Actions dialog. Choose a 
location to save the droplet to and, if required, you can also choose 
a destination folder for the droplet processed files to be saved to. 
When you are done, click OK. 


Create Droplet 

( _ <* J 

( Ctncel 


Figure 13.10 This shows the Create Droplet dialog. 


Save Droplet In 
( Choose... ) 

Play 

Set: f Droptf actions 

Action Convert to CM VttOOOppl A4 ^ 

Override Action *Open* Commands 
□ Include All Subfolder» 

O Supprest File Open Options Dialogs 
M Supprett Color Profile Warmngs 

Dtstination Folder *4^ 

( Chooee... ) Hard Drive 4 User» mamn_evening Desktop Output folder: 
G# Override Action "Save As* Commands 



Errors: f Stop For Errors 

" SaweAe.7 - ^ 


Cross platform droplets 

You can name a droplet anything you like, 
but if a droplet is created on a Mac you’ll 
need to add a .exe extension for it to be 
PC compatible. If you are a Mac user and 
someone sends you a droplet that was 
created using a PC, it can be made Mac 
compatible by dragging it on top of the 
Photoshop application icon firstto convert 
it. 


^ ^ 



Figure 13.9 When you drag and drop an 
image file on top of a droplet, this will launch 
Photoshop and perform a single or batch 
processing operation within the program. 
Droplets can perform Save and Close 
operations (overwriting the original), or can be 
configured to save the processed images to an 
accompanying folder as a new version of the 
master image. 
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Preparing JPEGs for the Web 

When you are preparing images that 
are destined to be shared by email 
or published via the Web, the Image 
Processor is a handy tool to use because 
you can not only resize the images as 
part of the image Processing, butyou can 
instruct the Image Processor to convert 
the image from its current profile space 
to sRGB, which is the ideal RGB space for 
general purpose Web viewing. 


Figure 13.11 This shows the Image 
Processor (formerly known as Dr. Russell 
Brown’s Image Processor). This Scripting 
dialog can be configured to process single or 
multiple images, apply Photoshop actions, 
add Copyright info and save the files to a 
designated folder location in one or more 
of the following fileformats: JPEG, PSD or 
TIFF. The destination folder will contain the 
processed images and these will be separated 
into folders named according to the file 
formats selected. Once configured, you can 
click on the Save... button to save these 
settings and load them again at a future date. 


Image Processor 

The Image Processor (Figure 13.11) is located in the File o 
Scripts menu in Photoshop and can also be accessed via the Tools 
o Photoshop menu in Bridge. The Image Processor is a fine 
example of what Scripts can do when they are presented via an 
easy-to-use interface. The Image Processor basically allows you to 
select a folder of images (or select all open images) to process and 
select a location to save the processed files to. The Image Processor 
can then be configured to run a Photoshop action (if required) and 
save the processed files using either the JPEG, PSD or TIFF file 
formats. However, it also allows you to simultaneously process and 
save files in multiple file formats. This can be very handy if you 
wish to produce, say, both a TIFF version at high resolution and a 
JPEG version ready to place in a web page layout. 

image Processor 

O Select the images to process 

©Use Open Images jjlnc de All sub folders 

Q [ Select Folder... | No images have been selected 


□ Ope 


Select location to save processed images 

Load... 


QSave in Same Location QKeep folder structure 

Save... 

V 

© | Select Folder,.. 

yUsers/martín_,.-CS6-too Is panei 



C File Type 

0 Save as JPEG 0 Resize to Fit 

Quality: |Í0 | W: [ããÕÕ"| P x 


□ Convert Profile to sRGB H: |2fl00 | px 
□ Save as PSD 

0 Maximize Compatibi 


0Save as TIFF 0 Resize to Fit 

□ IZW Co mpression W: pSQQ | px 

H: [aa00 | px 

O Preferentes 
0 Run Action: 

Copyright Info: 
gjíndude ICC Profile 

— 


Frint sharpening...| T SÜOppí-glossy-i... 


|@ Martin Evening 


] Resize to Fit 

»Op* 



Run 


Cancel 


722 









































Chapter 13 


Automating Photoshop 


Scripting 

One of the most neglected aspects of Photoshop has been the 
ability to write Scripts to automate the program. For most of us, 
the prospect of writing Scripts is quite scary and I freely confess 
I am one of those who has looked at the scripting manuais and 
simply shuddered at the prospect of having to learn scripting code. 
Steps have been taken though to make scripting more accessible 
to the general user. You can start by referring to the Photoshop 
Scripting Guide and other PDF documents about scripting that can 
all be found at: www.adobe.com/devnet/photoshop/scripting.htmL 
You can also download pre-made Scripts from the Adobe Studio 
Exchange website: tinyurl.com/7z5dwc5. 

To start with, go to the Scripts menu in the Photoshop File 
menu (Figure 13.12). There you will see a few sample Scripts that 
are readily available to experiment with. Among these is a script 
called ‘Export Layers to Files’ (Figure 13.13). This can be used to 
generate separate file documents from a multi-layered image. Other 
Scripts I like to use include the Load Files into Stack..., which I find 
useful when preparing images for stacks image processing or before 
choosing Edit O Auto-Align layers. 

Script Events Manager 

The Script Events Manager can be configured to trigger a 
JavaScript or an action in Photoshop whenever a particular 
operation is performed. Figure 13.14 shows a simple example of 
what can be done using the Script Events Manager. 


A utonwte_ 

* 



image (Toceisof... 

F|l* Info... 

liOXl 

All Êmpiv Lívflrt 

ftint— 

*F 

Ftown All Uyer Etfwtí 

frünt One Copy 

-'tflXP 

FiMren m Maik i 



lirti Cõmpí 10 Filei... 

Laytr Comps 10 PDF.., 

Layçr Çompí <o WPÇ... 



Export Liiycn La Filei... 






Ltijd Pilo k into ítJrtk ~ 

Láid Mull.ple DICOM Filíl.. 
Siatlrtkí.., 





Figure 13,12 The Photoshop Scripts 
menu. 

Cipott Uryto To hk> 



Figure 13,13 An example of the Export 
Layers to Files... script dialog. 


Script Events Manager 


0 Enable Events to Run Scnpts/Actions 



Photoshop Event | Save Documem 


® Script jClean Listener 


Manage your events by adding and removing. Select 
different JavaScript files to get detailed deschptions. 


O Action [Oefault Actions * Vignette (selection) 


Done 

m 

Do you wanl to update the File Info now? 

Remove 


( «o Ve* ^ 


| Remove All j 


Figure 13,14 The Script Events Manager 
is located in the File o Scripts menu. The 
Add dialog shown here has been configured to 

trigger popping the File Info dialog whenever a 
documentissaved. 


723 



















































Martin Evening 


Adobe Photoshop CS6 for Photographers 




Figure 13.15 The Crop and Straighten 
Photos plug-in can be used to extract scanned 
photos that need to be rotated and cropped. 


Automated plug-ins 

The Automation features described on this page are examples 
of Automated plug-ins. What distinguishes these from normal 
plug-ins is that they enable Photoshop to perform a complex set 
of procedures based on simple user input. Adobe has also made 
Automated plug-ins ‘open source’, which means it is possible for 
third-party developers to build their own Automated plug-ins for 
Photoshop. I believe that Pixel Genius (of which I am a co-founder) 
is so far the only company who has made use of this feature in 
Photoshop to produce the PhotoKit, PhotoKit Sharpener and 
PhotoKit Color Automated plug-ins. 

Crop and Straighten Photos 

This Automated plug-in is very straightforward to use, if you have 
scanned images that need to be rotated and cropped. You can gang 
up several images at once on your scanner, scan the pictures in 
as one image and choose Crop and Straighten Photos from the 
Automate submenu (note, this option is not available in Bridge). 
Photoshop then creates a rotated and cropped copy version of each 
picture (Figure 13.15). It kind of works, but only if the background 
has a reasonably solid color. Crop and Straighten therefore works 
best if the border is a clear white or black. If Crop and Straighten 
fails to work on all images at once, it sometimes helps if you make 
a selection around the individual images first and process them one 
by one. 


Fit Image 


Constra m Withtn 
Width: |2173 

Height |2173 
0Don*t Enlarge 


pixels 

pixels 



Figure 13.16 The Fit Image dialog. 


Fit Image 

Fit Image... is a very simple Automated plug-in that allows you 
to bypass the Image O Image Size menu item (Figure 13.16). It is 
well suited for the preparation of images for screen-based design 
work. You enter the pixel dimensions you want the image to fit to, 
by specifying the maximum pixel width or height. Note that if you 
enter the same pixel dimensions for the width and height, Fit Image 
can be used to simultaneously batch process landscape and portrait 
format images. Note here that Scripts can be made to call other 
Scripts and it is often useful to include Fit Image within a more 
complex script, or as part of a recorded action sequence. 
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pasting settings 256 
Preferences 107, 164-165, 626, 637 
automatically open JPEGs/TIFFs 
107, 166 

default image settings 165 
disable JPEG/TIFF support 107, 166 
general preferences 164 
ignore rotation metadata 109 
ignore sidecar “xmp” files 165 
sharpening 164 
preserve cropped pixels 160 
preserving highlightdetail 178 
Presets panei 231, 253-254 
presets 

legacy presets 256 
process versions 172-177, 224 
process 2012 82, 429 
process version mismatch 257 
synchronizing settings 256 
recovering out-of-gamutcolors 203 
red eye removaI 152, 234 
rendering times 173 


rotate 

rotate clockwise 152 
rotate counterclockwise 152 
save new Camera Raw defaults 189 
saveoptions 160 
saving 160, 167 
resolving naming conflicts 160 
saveoptions 160 
save settings 167, 252 
saving a JPEG as DNG 160 
saving presets 253 
selecting rated images only 162 
sidecar files 164 
single file opening 152 
Smart Objects 424 
Snapshots panei 258 
snapshots 258-259 
Lightroom snapshots 258 
softening skin tones 192 
SplitToning panei 409^412 
spot removal tool 152, 232-233 
overlapping the spots 232 
star rating edits 162 
straighten tool 152, 167, 168 
suggested workflows 128 
synchronize settings 154-155, 255 
synchronizing process versions 256 
synchronized spotting 233 
synchronized view 162 
target adjustment tool 152, 197, 205 
thumbnailsfilmstrip 154 
Tone Curve panei 196-201, 201 
linear contrast curve 196 
parametric curve 197 
point curve editor mode 198-199 
RGB Curves 198 
update DNG previews 252 
white balance tool 152, 186 
workflow options 152-153, 153, 678 
resolution 152 
zoom tool 152 
Canon 

Canon DPP 261 
EOS utility 144-146 
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Canvas 

canvas color 6 
canvas size 387 
relative canvas size 387 
Caplin, Steve XXIV 
Capture One 132, 143, 147 
Capture sharpening 688 
Carroll, Robert 608 
Casio 260 

Cataloging images 647 
Cataloging programs 624 
Causa, Ettore 192 
CCDsensors 128, 293 
CD media 100 
Centrinos 86 
CGI effects 416 
Chan, Eric XXIV, 225, 270 
Channel Mixer 576 
Channels 482-484 
omitting channels in a save 483 
Chien, Jeff XXIV 
Chipspeed 88 
Chromatic aberration 212 
lateral chromatic aberration 212 
Cintiq inputdevice 99 
Clipboard 102 
Clipping masks 537-539 
clipping adjustment layers 538-539 
Clipping the highlights 180 
Clipping theshadows 181 
Clone Source panei 448-449, 464-465 
angled cloning 464 
showoverlay 445, 448 
Clone stamptool 48, 444-445, 448— 
450, 449 

aligned cloning 449 
alignment mode 448 
ignore adjustment layers 450-451, 454 
layerselection options 444 
non-aligned cloning 449 
sample all layers 450 
sample current & below 444, 450 
tool settings 444 
Cloning 444-446 
Cloudstorage 100 


CMOS 128 
CMOSsensors 293 
CMYK 

CMYKconversions 178 
Color blend mode 525 
Color Burn blend mode 521 
ColorCheckerchart 229 
Color corrections 364-378 
Color Dodge blend mode 522 
ColorEdge display 88 
Color gamut 

choice of RGB space 328 
Colorimeters 92 
Colorize 

hue/saturation 368 
Color management 97 

SeePDF on book website 
black pointcompensation 700 
color managing print output 98 
Color Settings 97 
synchronization 98 
print color management 692, 698 
printing 

no color management 698, 710 
profile mismatches 98 
setting the endpoints 182 
ColorMunki Photo 92 
ColorNavigator 88 
Color Picker 102, 404 
gamut warning 122 
Color Range 

SeeSelect menu 
Color replacement tool 48 
Color sampler tool 56 
Color Settings 

See Edit menu 
ColorSync 
profiles 
3DLUT 372 
abstract 372 
devicelink 372 
ColorSync Utility 710 
Color temperature 171, 374 
Colortoning 400 
ColorVision 90 


Colourmanagement.net 710 
Configurator 3 27 
Connor, Kevin XXIV 
ContactSheet II 673, 676 
Content-aware filling 

See Edit menu 

Content-aware move tool 461 
adaptation menu 462-463 
extend mode 463 
face detection 461 
move mode 461 
sample all layers 461 
Content-aware scaling 390-393 
Amountslider 392 
protectskin tones 392 
Contextuai menus 36 
Controlled vocabulary 655, 658 
Convert for Smart Filters 302 
Converting vectors to pixels 489 
Convert point tool 47 
Convert to Smart Object 567 
Copyright 658 

marking images as copyrighted 654 
Corruptfiles 67 
Counttool 56 
Cox, Chris XXIV, 372 
Create layer mask from transparency 
498^199 

Creating a droplet 721 
Creating a newdocument 5 
Creating a texture map 618 
Cropping 382 

crop and straighten photos 724 
croptool 382 
crop guide overlay 384 
crop preview 382 
crop tool options 384 
crop tool presets 383 
delete cropped pixels 382 
measurement units 383 
options bar 382 
straighten tool 394 
shield color 384 
swap aspect ratio 384 
perspective cropping 389 
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Croptool 30, 48 
options bar 

delete cropped pixels 388 
Cross Processing 410 
CRT displays 88 
CSVfile 680 
Current Tool status 15 
Curves 336-345 

See also Image adjustments 
Custom keyboard shortcuts 23-24 
Custom shapetool 46 

D 

Darken blend mode 521 
Darker Color blend mode 521 
Dead pixels 291 
Debevec, Paul 416 
Deblurring an image 
deblurvideo 306 
Delete anchor pointtool 47 
Delete options 460 
Delete preferences 103 
Deleting camera card files 142, 145 
Depth of field blending 532-533 
Depth of field brush 306 
Depth of field effects 586 
Detect faces 34 
Determining output size 316 
Device calibration and measurement 94 
DICOM 658 

Difference blend mode 524 
Digital dog 710 
Digital exposure 184 
Digitizing pad 99 
Directselectiontool 47, 572-573 
Disk performance 115 
Displays 88 

30-bit display output 89 
calibration 92, 694 
choosing a display 88 
ColorEdge 88 

display gamma and brightness 94 
dual display setup 26-27, 90 
gamma 90, 93 
luminance 93 


NEC 89 
white point 92 
Dissolve blend mode 520 
Distribute layers 53 
Distribute linked layers 552 
DNG Converter 264 
DNG Profile Editor 228-231 
create color table 229 
edit menu 
export 230 
file menu 

open DNG Image 229 
Document profile 15 
Documents layout options 3 
Document Windows 14 
Exposure slider 419 
floating Windows 11-14 
switching between Windows 12-15 
Dodgetool 38, 45, 376 
Dolby 419 
Dotsperinch 312 
Drag and drop documents 
drag and drop as a layer 564-565 
Drag raster Images as Smart Objects 103 
Dreamweaver, Adobe 71 
Droplets 707, 721 
cross platform droplets 721 
Duplicate an image State 65 
Dutton, Harry XXIV 
DVD/CD drives 99 
DVD archive discs 638 
DVD media 100 
DxOOpticsPro 132 
Dynamic color sliders 102 
Dynamic range 184, 415 

E 

Eastereggs 84 

Eclipse cleaning solution 233 

Edithistory log 659 

Editing JPEGs &TIFFs in Camera Raw 131 
Edit menu 

Auto-Align layers 532, 607 
Auto-Blend layers 532-533 
seamless tones and colors 533 


Color Settings 97, 328 
CMYK prepress settings 97 
synchronizing Color Settings 98 
Convertto Profile 183 
Fill 458 

content-aware fill 215, 458— 

459, 530-531 

training the content-aware fill 460 
menu options 22-23 
paste special 
paste in place 32 
Photoshop Preferences (PC) 101 

See also Photoshop Preferences 

presets 

export/import presets 101, 720 
migrate settings 101 
PuppetWarp 460 
adding pins 558 
Distortmode 558 
expansion setting 559, 561 
multiple pin selection 560 
Normal mode 558 
pin depth 560, 562 
pin rotation 559, 563 
Rigid mode 558, 561 
showmesh 558 
using Smart Objects 560 
Transform 548-557 
aligning layers 552 
create a kaleidoscope pattern 553 
distribute layers 552 
Free Transform 548— 

549, 551, 554, 567 
interpolation options 550 
manually set transform axis 551 
numerictransforms 550-551 
perspective 550 
rotate 549 

show transform contrais 551 
skew 550 

transforming paths 551 
Transform menu 548 
transform rendering 550 
warp transforms 556-557, 568-569 
Efficiency 15 


731 


Martin Evening 


Adobe Photoshop CS6 for Photographers 


Efficiency readout 112 
Eismann, Katrin XX, XXIV 
Eizodisplays 88-90 
ColorEdge display 90 
Electronic publishing 75 
Elliptical marqueetool 33-34, 485 
Elliptical shapetool 46 
EnableAIIPIuginsforSmartFilters 566, 586 
Epson 

Epson printers 
advanced B&W photo 413 
Epson 4800 dialog 708 
Erasertool 48 
eSATA 116 

Europe prepress settings 97 
Exclusion blend mode 524 
EXIF metadata 422, 654, 656 
ExportClipboard 102 
Export/lmport Presets 720 
Extensions paneis 
Adobe AIR 681 

Internet connect preferences 125 
Mini Bridge 623, 681 
Eyedroppertool 56 
eyedropperwheel display 56 
Options bar 

all layers no adjustments 56 
current & below 56 
current & below no adjustments 56 
Eylure XXIV 
EZ Color 92 

F 

Facebook 677 
Fadecommand 585 
File Browser 137 
File compression 
LZW compression 74 
File extensions 106 
Fileformats 71-77 
BIGTIFF 74 

DNG 165, 252, 260-262 
compatibility 136 
converttoDNG 141 
DNG adoption 260 


DNG compatibility 136, 261 
DNG Converter 264 
DNG file handling 165 
embed custom profiles 226 
lossy DNG 262-263 
MakerNote data 261 
use lossy compression 262-263 
Filmstrip 74 
GIF 106 
JPEG 106 

image processor 722 
JPEG compression 74 
JPEGsaving 68 
saving 16-bitas 8-bit 72 
OpenEXR 422 
ICC profiles 423 
PDF 69, 75-78 
PDF security 75 
Photoshop PSD 68, 71 
maximize compatibility 71 
smart PSD files 71 
PICT 74 
PNG 76 
PSB 69, 422 
Radiance 422 
TIFF 69, 72, 109, 422 
compression options 74 
flattened TIFFs 74 
pixel order 73 
save image pyramid 74 
TIFF bit depth 74 
File header information 67 
File menu 

Automate 430, 718 
ContactSheet II 676 
Mergeto HDR Pro 416, 430-432, 434 
Detail slider 433 
Exposure slider 433 
Gamma slider 433 
HDRtoning 431 
HDRtoning example 436 
Highlight slider 433 
Radius slider 433 
removing ghosts 434 
response curve 430^131 


Saturation slider 433 
script 432, 434 
Shadow slider 433 
smooth edges 436 
smoothing HDR images 440 
Strength slider 433 
toning curve and histogram 433 
Vibrance slider 433 
Photomerge 528, 624, 642, 678 
Close 

closeall 69 
Filelnfo 654 
Import 

import images from device 148 
newdocument 5 
pixel aspect ratio 5 
Open in Camera Raw 150 
Place 564-565 
Print One Copy 695 
Save 68 
Save As 70 

Scripts 491, 586, 723 
layercompsto PDF 546 
Files thatwonT open 67 
Film grain retouching 444 
Filter Gallery 622 
Filter menu 
16-bit filters 578 

Adaptive Wide Angle 597-601, 608-617 
applying constraints 610 
calibrating 614 
constraints 613 
constraintcolors 611 
constrainttool 610 
converging verticais 611 
editing panorama images 615 
matching perspective 615 
missing lens profiles 610 
search online 610 
panorama correction 616 
panorama mode 615 
polygon constrainttool 611, 617 
preferences 614 
rotating a constraint 611 
saving constraints 614 
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tilt-shift lens images 610 
Blur 578-585 
Average blur 580 
Blurtools 588-595 
Blur Effects panei 588 
blurring 589, 590, 592, 594 
BlurTools options 590 
Bokeh Color slider 589 
Light Bokeh slider 588 
Light Range contrais 589 
multiple blur effects 592 
save maskto channels 590 
Selection Bleed slider 590 
symmetric distortion 593 
Box blur 585 
Field blur 594 
Gaussian blur 580 
Iris blur 588 
radius field contrais 589 
radius roundness 589, 591 
Lens blur 586-589 
depth of field effect 586 
Motion blur 580-582 
Radial blur 578-579, 582 
Spin mode 579 
Zoom mode 579 
Shape blur 585 
Surface blur 585 
Tilt-Shift blur 592 
Distortion slider 592-593 
no-blurzone 592 
transition zone 592 
Convertto Smart Filters 560 
Fadefilter 585 
Filter Gallery 622 
new effect layer 622 
Lens Correction 326, 602-607 
Adobe Lens Profile Creator 

See Adobe Lens Profile Creator 
and EXIF metadata 602, 606 
auto correction 603, 605 
auto-scale Images 602-603 
chromatic aberration 602-603, 606 
custom lens corrections 602 
geometric distortion 602-603, 606 


grid overlay 604 
lens profiles 602, 606-607 
remove distortion 602 
rotation 603 

scanned image limitations 602 
search criteria 602, 606 
selecting appropriate profiles 606 
send profiles to Adobe 606 
transform section 603 
vignette section 603 
vignette removal 602 
Lighting Effects 618-621 
adding lights 619 
intensity 618 
infinite light control 619 
lights 

spot light 620 
Options bar settings 618 
Presetsmenu 619 
Properties panei 619 
Ambience slider 619 
Colorize swatch 619 
Gloss slider 619 
Hotspot slider 619 
Intensity slider 619 
Metallic slider 619 
Texture menu 619 
Liquify 326, 471, 474-480, 556 
bloattool 474-475 
forward warp tool 474-475, 480 
freeze masktool 474-475, 477, 480 
GPU improved performance 474 
handtool 474 
Liquify tool contrais 476 
Liquify tools 474 
mask options 477 
mesh grid 477 
puckertool 474-475 
push lefttool 474-475 
reconstructtool 474-476 
restoreall 476 
revert reconstruction 476 
saving the mesh 478-480 
showbackdrop 478, 480 
thaw mask tool 474^175 


twirl clockwise tool 474-475 
view options 479-480 
zoom tool 474 
Noise 

Add Noise 580 
Dust & Scratches 468-469 
threshold 469 
Reduce Noise filter 

See PDF on bookwebsite 

Other 

High Pass 308, 688-689, 691 
Render 
Fibers 618 
Sharpen 

Smart Sharpen 302-305 
advanced mode 302 
Lens Blur mode 303 
Motion Blur 305 
save settings 304 

Unsharp Mask 268, 308, 689-690 
Smart filters 577, 594 
Convert for Smart Filters 566, 596, 597 
Vanishing Point 466 
create plane tool 466 
stamptool 466 
Filters 

third-party plug-ins 588, 596 
FireWire 99, 116, 143 
Fisheye lens 214, 528, 608 
fisheye lens corrections 607 
Fit image 724 
Fitto screen view 13 
Flickpanning 56, 103 
Flip a layer 548 
FMscreening 316 
FOGRA 97 
Font Size 

custom UI fontsize 105 
Fraser, Bruce 

XX, XXIV, 167, 306, 380, 689 
Freeform lasso tool 32 
Freeform pen tool 47 
FTP 

FTP programs 671 
managing folders 671 


733 


Martin Evening 


Adobe Photoshop CS6 for Photographers 


Fuji 

Fuji S5 camera 418 
Fuji SuperCCD 268, 417 

G 

Gammaforthe display 93 
Garner, Claire XXIV 
Gaussian Blur filter 

SeeFilter menu: Blur 
Geary, Valerie XXIV 
Geotagging 658 
Godden, Alex 112 
Gorman, Greg XXIV 
GPS 658 
GPUsettings 118 
Gradienttool 46, 426 
Graphic Converter 68 
Graphics tablets 99 
Grayscale mode 
grayscale conversions 396 
Grid 17-18, 123 
GUID 656 
Guides 

adding new guides 17 

H 

Halftone factor 315 
Hamburg, Mark XXIV, 65 
Hamilton, Soo XXIV 
Hand tool 55 
Hard drives 116 
hard drive speed 116 
Hard Light blend mode 523 
Hard Mix blend mode 524 
Hasselblad 260 
HDR 416-430 

bracketed exposures 418, 421 
capturing HDR 420 
displaying deep-bit color 419 
exposure bracket range 421 
HDR essentials 416 
HDR file formats 422 
Large Documentformat (PSB) 422 
OpenEXR 422 
Radiance 422 
TIFF 422 


HDR shooting tips 421 
HDRToning 432 
limits of human Vision 420 
Photomatix program 420 
tone mapping HDR images 432 
equalize histogram 432 
exposure and gamma 432 
highlightcompression 432 
local adaptation 432 
Heads up display 102 
Healing brush 48, 444-448 
alignment mode 448 
better healing edges 451 
elliptical brush setting 451 
replace blend mode 453 
sample options 450 
Help Guide instructions XXII 
Help menu 22 
High dynamic range imaging 
See HDR 
Highlight detail 
how to preserve 178 
High Pass sharpening 689-691 
Hince, Peter XXIV 
Histogram 320-321 
curves histogram 342 
Histogram panei 183, 321— 

324, 334, 336-339, 354-355 
History 52, 61-65, 69 
history brush 61, 468 
history log 103, 659 
history options 61 
History panei 61, 469, 712 
create new snapshot 65 
newsnapshotdialog 65 
non-linear history 61, 66 
history preferences 113 
history settings and memory usage 62 
history versus undo 64 
make layer visibility changes undoable 62 
purge history 63 
Holbert, Mac XX 
Holm, Thomas XXIV 
Horwich, Ed XXIV 
Howe, David XXIV 


HSB color model 368 
HUD color picker 40, 102-103 
Hue blend mode 525 
Hue/Saturation 368-369 
Hughes, Bryan 0’Neil XXIV 


il 92-93 

ilMatch software 91-92, 94 
lannotti, Kate XXIV 
Ideal Computer setup 87 
IDE drives 116 

IEEE 1394 99, 116-117, 143 
IIlustrator, Adobe 310, 649 
iMac 89 

Image adjustments 
adjustment layers 330-333, 375— 
376, 492 

adjustment layer masks 376 
cumulative adjustments 375 
Auto 342 

Auto Color 360—361 
Auto Contrast 360-361 
Auto Leveis 334, 360 
Auto Tone 360-361 
enhance brightness and contrast 
360, 362 

Black & White 135, 332, 396- 
399, 402, 531 
adjustment presets 399 
auto 397 

Brightness/Contrast 332, 354-355 
auto 354 

mask adjustments 354 
use legacy 355 
Channel Mixer 332 
Color Balance 332, 364, 400 
preserve luminosity 401 
ColorLookup 332, 372-373 
Curves 332, 336-338 
adjustment layers 338-341 
auto 338 

black and white toning 402 
channel selection 338 
channel selection shortcuts 366 
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color corrections 366 
color negative preset 351 
curve presets 350 
curves histogram 339 
direct Curves dialog 342 
draw curve mode 340 
dual contrast curve 353 
loading curves 342 
locking down curve points 352 
luminance and saturation 346 
on-image editing 340 
pigment/ink options 343 
point curve editor mode 340 
saving curves 342 
target adjustmenttool 340-341 
using Curves in place of Leveis 344 
using Curves to improve contrast 346 
data loss 322 

direct image adjustments 330 
Exposure 332 

Gradient Fill 539, 555, 576 
neutral density gradient 46 
Gradient Map 332 
blackand whitetoning 404-405 
photographictoning presets 404 
HDRToning 357, 422-423, 437 
Detail slider 438-439 
edge glowradius 441 
edge glowstrength 441 
Exposure slider 438 
Gamma slider 438-439 
highlight 438 
local adaptation 437 
Radius slider 438 
save preset 439 
Strength slider 439 
toning curve 439-440 
Hue/Saturation 33, 332, 368-369, 693 
saturation 368 
Invert 332 

Leveis 182, 332, 364 
basic Leveis editing 323 
Gamma slider 322 
output leveis 344 
threshold mode 336 


Match Color 362 
multiple adjustment layers 375 
Photo Filter 332, 374, 601 
Posterize 332 
save preset 399 
Selective Color 332 
Shadows/Highlights 325, 356-359 
amount 356 
CMYK mode 359 
color correction 359 
midtone contrast 359 
radius 356, 359 
tonal width 356, 358 
Threshold 332 
Vibrance 332, 371 
Image editing tools 48-49 
Imagelngester 148-149 
Image ingestion 137-150 
Image interpolation 318 
Bicubic 318 
Bicubic Automatic 319 
Bicubic Sharper 319 
Bicubic Smoother 319 
Bilinear 318 
Nearest Neighbor 318 
step interpolation 319 
Image menu 
Canvassize 387 
Duplicate 692 
image rotate menu 548 
Image Size 716 
Mode menu 432 
revealall 160 
ImagePrint 72 

Image Processor 624, 678, 722 
Image rotation 394 
Image searches 662 
Imagesetters 311 
Image size 317 
altering image size 317 
determining output image size 316 
Import Images from Device 148 
InDesign, Adobe 71-72, 109 
Info panei 16 
Information tools 54 


Ingestamatic 147 
InkJet resolution 313 
Installing Photoshop 2 
Intel processors 
ideal cache tile size 114-115 
Intel Xeon 86 
Interface 

customizing the interface 4 
interface preferences 10, 104 
settings 6 

Interface connections 116 
Interpolation 318 
iPhone 418 

IPTC metadata 652-655 
IPTC Extension Schema 654 
ISO settings 131 

J 

JavaScript 667 
Johnson, Carol XXIV 
Johnson, Harald 688 
Jones, Lisa XXIV 
JPEG capture 131 

K 

Kaleidoscope patterns 553-555 
Keyboard shortcuts 22-23 
Keystone correction 389 
Keystone distortion 215 
Knoll, Thomas XXIV, 136, 224 
Kost, Julieanne XXIV 
Krogh, Peter XXIV, 648 

L 

labs.adobe.com 210, 228 
Lasso tool 32, 471, 473, 486 
Laye, Mike XXIV 
LayerComps 

LayerComps panei 546-547 
layercompsto PDF 546 
Layers 50, 491-513 
adding a layer mask 495 
adding an empty layer mask 496 
add vector mask 
currentpath 570, 574 
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adjustment layers 492 
advanced blending badge 526 
align linked layers 552 
align shortcuts 

See Shortcuts PDF on book 
website 

arrange layer menu 552 
arrange shortcuts 

See Shortcuts PDF on book 
website 

auto-selectshortcut 541 
clipping group 569 
clipping mask 539 
color coding layers 534 
copy layer 491 
distribute linked layers 552 
drag and drop layers 50 
flattening layers 715 
image layers 491 
knockout blending 526 
blend interior effects 526 
deep knockout 526 
shallow knockout 526-527 
layer basics 491 
layer filtering 544 
layer groups 534-536 
group layer shortcut 536 
group linked 537 
layer group management 534 
lockall layers 536 
managing layer groups 536 
masking group layers 538 
moving layers in a group 534 
nested layer groups 535 
passthrough blend mode 526-527 
layer linking 540-543 
layer locking 543 
lockall 543 
lock image pixels 543 
lock layer position 543 
lock transparent pixels 543 
layer masks 489, 495-496 
adding a layer mask 495 
copying a layer mask 496 
create layer mask from transparency 


498-499 

density and mask contrast 500-501 
linking layer masks 542 
layer selection 53 
layervisibility 493 
layers panei contrais 492-493 
managing layers 491 
merged copy layer 473 
mergevisible 715 
movetool alignment 551 
multiple layer opacity adjustments 540 
multiple layers 534 
new layer 491 
placing images 564 
removing a layer mask 496 
renaming layers 491 
select similar layers 541, 544 
selecttop most layer 715 
selecting all layers 540 
straightening layers 394 
text layers 492 

thumbnail contextuai menu 497, 576 
clipto document bounds 497 
thumbnail preview clipping 496 
vector masks 379, 488-489, 495, 574— 
576 

combine shapes 574 
isolating an object 575 
subtract front shape 574-575 
Layer Styles/Effects 493, 495 
See also Book website 
Layer Style dialog 
Blend lf layer options 403 
Blend lf sliders 307 
Knockout options 527 
Layer Style options 307, 402— 

403, 690 

layer styles effects visibility 495 
LCD beamer projectors 92 
LCD displays 88, 90 
Leica 136, 260 
Lens Baby blur effect 592 
Lensprofiles 209, 610 
Leveis 334-344, 364-365 

See also Image adjustments 


Lighten blend mode 522 
Lighter Color blend mode 522 
Lighting Effects filter 

See Filter menu 

Lightroom 132, 137, 147, 624, 647,689 

Linear Burn blend mode 521 

Linear Dodge blend mode 522 

Linear Light blend mode 523 

Lines per inch 311 

Linetool 46 

Liquify filter 474^180 

See also Filter menu 
Load Files Into Photoshop Layers 532 
Lock image pixels 543 
Lossy DNG 262-263 
Luminance of the display 93 
Luminosity blend mode 525 
Luxon, Tai XXIV 
Lyons, lan XXIV 
LZW compression 71 

M 

Mac OSX 

Cover Flowview 624 
Macintosh 1.8 gamma 94 
Magic erasertool 48 
Magic wandtool 32, 486 
Magnetic lasso tool 32 
Managing images in Bridge 647-663 
Marchant, Bob XXIV 
Marquee selection tool 32, 486 
Masks 489 

clipping masks 537-539 
maskchannels 483 
Maximize backward compatibility 
71, 109-110 

Maximize PSD compatibility 110, 636 
Measurementscale 15-18 
Megapixels 313 
Menus 

customizing menu options 22 
Mergeto FIDR Pro 642, 678 

See also File menu: Automate 

Merlin 84 
Metadata 652-657 
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DICOM metadata 658 
edit history log 659 
EXIF metadata 654-655 
file info 653-654 
hidden metadata 659 
image metadata 653 
importance of metadata 658 
keyword categories 661 
preferences 636 
Mighty mouse 36 
Migrate settings 2, 101 
Migrating presets 720 
Mini Bridge 67, 81-83, 623-624, 681-686 
content pod area 683-684 
showthumbnails only 683 
filter menu 684 
full screen preview 683 
interface settings 104 
Mini Bridge interface 681-686 
navigator pod 
viewcollections 684-685 
view recentfiles 684 
view recentfolders 684 
search button 686 
slideshowview 683 
sortmenu 684 
view menu 
show submenu 683 
viewoptions 683-686 
Mixer brush tool 29, 38, 43-44 
clean brush 44 
flowrate 45 
mixratio 44 
paintwetness 44 
Mobile & Devices presets 5 
Model release 656 
Modifierkeys 36-37 
Moiré removal 300 
Monaco accelerated Processing 589 
Monitor Spyder 90 
Motion Blur 
how to remove 305 
Motion Blur filter 

See Filter menu: Blur 


Move tool 48, 52-53 
align/distribute layers 53 
auto-select layers 541 
layerselection 52, 541 
Options bar 552 
align bottom edges 555 
auto-select 53 
show transform contrais 52 
Multiple undos 61 
Multiply blend mode 521 

N 

Nack, John XXIV, 86 

Nearest Neighbor interpolation 318 

NECdisplays 89-90 

Negative image conversion 351 

Newscodes.org 655 

Nikon Capture NX2 143 

Noise reduction 

See PDF on bookwebsite 
ideal noise reduction 270 
Non-linear history 65 
Normal blend mode 520 
Notes panei 58 
Notes tool 58 

Numeric transform 52, 550 
N-upwindow options 12-13 

O 

On-line Help Guide instructions XXII 
On-screen brush adjustments 40 
Onyx 

PosterShop 72 

OpenCL 88-90, 99, 119, 589 
Open command 67 
Open Documents asTabs 10 
OpenGL 10-13, 18-19, 40, 56-57, 88- 
89, 90, 102, 118-120 
advanced OpenGL settings 119 
optimum performance 90 
openraw.org 260 
Open Rawwebsite 260 
Operating system 
appearance options 92 
OptiCal software 90 


Options bar 4, 30-31 
Orphan works 658 
Outlying pixels 291 
Out-of-gamutcolors 122 
Output sharpening 688-691 
Overlay blend mode 523 

P 

Page Setup 

See also Print settings 
manage custom sizes 705 
Paint buckettool 46 
Paintingtools 38-42 
Panasonic 

Panasonic G1 camera 268 
Paneis 19-20 
closing paneis 21 
collapsing paneis 19-20 
compact paneis 4, 20-21 
docked layout 19-21 
organizing paneis 19-20 
panei arrangements and docking 20-21 
panei positions in workspaces 21 
revealing hidden paneis 20-21 
Panoramas (with Photomerge) 528-529 
Passthrough blending 526 
Patchtool 48, 456^459 
Adaptation menu 459-460 
content-aware mode 458, 459 
sample all layers 459 
source and destination modes 456^157 
transparent mode 457 
use pattern option 456 
Path selection tool 47 
Paths 489, 570-573 
convert path to a selection 572 
curved segments 572 
make path 570 
nudging with arrow keys 573 
rubber band mode 573 
shape layers mode 571 
vectormasks 574-576 
Paths panei 570 
add mask 570 
create new path 570 
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fill path button 570 
load path as a selection 570 
stroking a path 454 
Pattern stamptool 48 
Pawliger, Marc XXIV 
Paynter, Herb XXIV 
PDF 

reader programs 673 
PDF file format 75-78 
Pen paths 488 
Penciltool 38 

Pentool 47, 479, 489, 571, 575, 581 
comer points 572 
curved segment 572 
Paths mode 571 
pen tool shortcuts 573 
Shape Layers mode 571 
Pentax 260 
Pentium 4 86 
Perspective crop tool 48 
Options bar 
frontimage 389 
showgrid 389 
Perspective retouching 466 
Phase One 132 
Media Pro 624, 681 
PhotoCal 90 

Photo Downloader 137-142, 138 
Advanced dialog mode 140 
checkall photos 140 
advanced options 
open Adobe Bridge 140 
backing up data 139 
Bridge preference 625 
converttoDNG 141 
deleting camera card files 142 
get photos 141 

preserve currentfilename in XMP 140 
rename files 138, 140 
Photo Filter 371 
Photographic Solutions Inc 233 
PhotoKit Sharpener 689, 744 
Photomatix Pro 420, 434, 438 
PhotoMechanic 624 


Photomerge 528-531, 615 
auto 528 

blending options 529 
collage 528 
cylindrical 528-529 
geometric distortion correction 529 
perspective 528 
reposition 528 
spherical 528 
vignette removal 529 
Photoshop activation 2 
Photoshop code names 84 
Photoshop license 2 
Photoshop menu 
Photoshop preferences 

See Photoshop preferences 
Photoshop On-line 84 
Photoshop preferences 101-120, 716 
activating preferences 111 
backup preference settings 101 
Camera Raw 107 
Cursors 40, 120 
brush preview overlay color 40 
brush ti p settings 120 
showcrosshairin brush tip 120 
ensuring preferences are saved 126 
File Handling 106-108 
automatically save recovery Info 107 
background saving 69 
ignore EXIF profiletag 109 
maximize PSD compatibility 110 
prefer Adobe Camera Raw 108 
save as to original folder 106 
save in background 107 
use lower case 106 
file saving 
recentfile list 110 
General 101-102 
animatedzoom 102 
auto-update open documents 102 
beepwhendone 102 
enable floating document Windows 
Docking 105 
historylog 69, 659 
image interpolation 102 


maximize backward compatibility 638 
open documents as tabs 105 
resize image during place 102 
snap vector tools and transforms 103 
use Shift key for tool switch 102 
vary round brush hardness 103 
Zoom ClickedtoCenter 103 
zoom resizes Windows 102 
Guides, Grid & Slices 123 
smartguides 124 
Interface 7, 11-14, 104 
auto-collapse icon paneis 105 
auto show hidden paneis 105 
border 104 
canvas color 104 
enable gestures 105 
enable text drop shadows 9 
interface brightness 104 
open documents as tabs 10 
screen view modes 104 
showchannels in color 105 
show menu colors 105 
show tool tips 28, 30, 331 
showtransformational values 105 
UI text options 105 
Ulfontsize 9 
Performance 111-118 
advanced graphics processor settings 
119 

cache tile size 114 
graphics processor settings 
102, 111, 118-119 
history & cache preference 113 
RAM memory and scratch disks 112 
RAMsetting 112 
scratch disks 111, 114 
Plug-ins 125 

additional plug-ins folder 125 
allow extensions to connectto internet 
125 

extensions paneis 125 
show all filter gallery groups 125, 622 
preference file 101 
resetting the preferences 103 
saving the preferences 126 
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Transparency & Gamut 121 
Type 126 

enable missing glyph protection 126 
showfont names in English 126 
Units&Rulers 122 
newdocument preset options 122 
Photoshop Printdialog 695-700 
background color 706 
bleed option 706 
border 697-699, 706 
color management 
16-bit output 701 

black point compensation 698, 700-701 
Photoshop managed color (PC) 709 
Photoshop manages colors 698 
printer manages colors 698 
description box 706 
functions 706 
gamutwarning 701 
heads up display 703 
match print colors 701 
Photoshop manages colors 698 
position and size 703 
preview background color 696 
print from proof setup 692 
print margins 
adjusting 704 
print orientation 696 
print output scripting 
actions 707 
print preview 703 
print selected area 704 
print settings 695-696 
filtered ICC profiles 699 
printer manages colors 698 
printer profile menu 698 
printer selection 695 
printer setup 695 
printing marks 706 
proof settings 701 
registration marks 706 
rendering Intents 700 
scale to fit media 703 
scaled print size 703 
show paperwhite 701 


simulate black Ink 702 
soft proofing 701 
solo panei opening 695 
Photosites 417-418 
Pin Light blend mode 524 
Pixel aspect ratio 5 
Pixel Genius 724, 744 
Pixel grid view 18-19 
Pixels per inch 311 
Pixels versus vectors 310 
Pixl XXIV 

Place raster images as Smart Objects 103 

Placing images 564 

Plug-ins 

plug-insfolder location 125 
Polygon lasso tool 32 
Polygon shapetool 46 
PostScript 
PostScript RIP 312 
Preferences 

See Photoshop preferences 
Preset manager 59-60 
saving presets as sets 60 
Presets folder 712 
Primary scratch disk 115 
Print output scripting 707 
Print settings 
Mac 708-709 
PC 708-709 
Print (system) dialogs 
color management 708 
media type 708 
print resolution 708 
print settings 707 
Printing 

See Photoshop Printdialog 

See also Print (system) dialogs 
centering prints 705 
color management 698 
color management off 708 
no color management 698, 710 
profiles 

canned profiles 699 
custom print profiles 710 
making a print 695-704 


managing print expectations 694 
optimum pixel resolution 313 
print quality settings 708 
print sharpening 688-691 
printing resolution 312, 689 
saving print presets 707 
sharpening actions 714 
viewing distance 317 

Process versions 172-177, 268-271, 294 
Process 2003/2010 

See PDF on bookwebsite 
Process 2012 172 
synchronizing settings 256 
tone contrais 174 
process version mismatch 257 
ProfileMaker Professional 91-92 
Profile mismatches 98 
Profiling 90, 94 
remote profiling 710 
Prohibitsign 28 
Proof printing 702 
Properties panei 331, 333 
adjustment contrais 338, 471 
masks contrais 331, 376-381, 500 
color range 377 
density 377, 379 
feather 377-378, 490 
invert 500 
maskedge 500 
masks mode options 500 
masks panei editing 378 
refine maskedge 377 
Property release 656 
ProPhoto RGB 98, 326-329 
Protecting the power supply 100 
PuppetWarp 558 

SeeEdit menu 
density setting 558 
GPU performance 558 
multiple objects 559 
semi-transparentedges 558 
Purge memory 115 
pyramid cache structure 119 
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Q 

QuarkXPress 73 

Quick mask 484-486, 488, 497, 506 
Quick selection tool 32, 506-508 
add to a selection 506 
auto-enhance edge 507 
blocking strokes 506 
brush settings 506 
double Q trick 506 
subtract from a selection 506 

R 

Radial blurfilter 

SeeFilter menu: Blur 
RAID drives 117 
externai RAID 118 
internai RAID 118 
RAID 0 (striping) 117 
RAID 1 (mirroring) 117 
software RAIDs 118 
RAM memory 112-113 
64-bit RAM limits 113-114 
RAM memory efficiency 114 
RAM memory upgrades 113 
Ra w capture 130 
forward compatibility 136 
Raw Processing comparisons 224 
Rectangular marquee tool 33-34, 487 
Rectangularshapetool 46 
Red eye tool 48 
Red or Dead Ltd XXIV 
Reducing noise 
through HDR merging 418 
Refine Edge 377, 460, 501-514, 519 
adjust edge section 504 
contrast 504-505, 509, 514-515 
feather 504-505, 514-515 
radius 509 

shift edge 505, 511, 514-515 
smooth 504 
auto-enhance 506 
Contrast slider 506, 515 
decontaminatecolors 505-506, 512-513 
edge detection 503 


radius 503 

smart radius 504, 509, 514-515 
erase refinementstool 504 
Feather slider 509, 515, 519 
output 505 
radius 506, 515 
ragged bordereffect 514-515 
refine radius tool 503, 510-511, 515 
Shift Edge slider 515 
Show original 502-503 
show radius 502-503 
smart radius 505, 507 
Smooth slider 506, 509 
trueredge algorithm 501, 503 
viewmodes 503 
on layers 503, 509, 511 
onwhite 512 
reveal layer 510 
show original 503 
show radius 503 
Refine Mask 

See Refine Edge 
Reloading selections 486 
Remote shooting contrais 145 
Removing objects 393 
Rendering intents 
absolute colorimetric 700 
perceptual 692, 700 
relative colorimetric 692-693, 700 
saturation (graphics) 700 
Replacing film grain 468 
Repro considerations 314 
Resetting preferences 103 
Resnick, Seth XX, XXIV 
Resolution 
film 313 

output resolution 314-315 
pixels 313 

screen resolution 122 
terminology 311 

Resolution and viewing distance 317 
Retouchartists.com 112 
Retouching beautyshots 472 
Retouching portraits 470 
Reveal Al I 388 


Reveal in Finder 10 
Revel, Adobe 82 
RGB 

RGB color space selection 326 
Richmond, Eric XXIV, 376 
Ricoh 260 
Riecks, David 655 
Rochkind, Marc 147 
Rodney, Andrew XX, XXIV, 710 
Roff, Addy XXIV 
Rosettes (halftones) 314 
Rotate a layer 548 
Rotate image 394 
Rotate view tool 57 
Rounded rectangleshapetool 46 
Rubylith mode 496 
Rulers 17 
Rulerunits 122 
Rulertool 56 
Options bar 
straighten layer 394 

S 

Samsung 260 
SATA 116 

SATA drives 116, 118 
Saturation 

and curve adjustments 348 
Saturation blend mode 525 
Save for Web & Devices 106 
Save Progress 
status bar indicator 15 
Saving 68 

background saving 69 
previews 106 
Save As 70 
Scanning 
resolution 316 
Schewe, Becky XXIV 
Schewe, Jeff XX, XXIV, 65, 443, 688- 
689 

Scorsese, Martin 372 
Scratch disks 

assigning scratch disks 114 
scratch diskchecks 115 
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scratch disk performance 115 
scratch disk preferences 114, 116 
scratch disk sizes 15 
scratch disk usage and history 116 
Screen angles 314 
Screen blend mode 522 
Script Events Manager 723 
Scripting 723 
Scripts 723-724 

Seea/so File menu 
export layers to files 723 
image processor 722 
Scroll wheel settings 102 
scroll wheel zooming 103 
Select menu 

Color Range 34-35, 516 
detect faces 34 
Fuzziness slider 34 
localized color clusters 34, 517 
out-of-gamut selections 34 
preview options 517 
Range slider 34, 517 
skin tones selection 34 
deselect 484 
modify 
contract 551 
expand 460, 530-531 
smooth 514 
reselect 483 

transforming selections 551 
Selection tools 31-34, 32 
elliptical selection tool 32 
magnetic lasso tool 32 
marquee selection tool 32 
quick selection tool 32 
single column selection tool 32 
single row selection tool 32 
Selections 482-489 
adding to a selection 487 
anti-aliasing 490 
creating a selection 485 
feathering 490 
load selections 483 
marching ants mode 484 
modifying 486 


recalling last used selection 483 
reloading selections 486 
save selections 482 
selection shortcuts 486 
Sensor cleaning 233 
sensor swabs 233 
Shadows/Highlights 356-359 
Shape conformai projection 610 
Shape tools 46 
Sharpening 

and JPEG captures 267 
and raw mode capture 267 
capture sharpening 266 
depth of field brushes 306 
edge sharpening technique 689 
forscanned images 267 
High Pass edge sharpening 689-691 
Lab mode sharpening 268 
localized sharpening 266 
PhotoKit Sharpener 267 
print sharpening 266, 688-691 
Real World Image sharpening 266 
sample image 271 
SmartSharpen filter 
SeeFilter menu 
when to sharpen 266 
Sharpentool 38, 302 
protectdetail 302 
Showall menu items 22 
Show tool tips 105 
Sidecar.xmp files 637 
Simmons, Jason XXIV 
Single column marquee tool 32 
Smart Filters 566-569, 596-601 
Seea/so SmartObjects 
enabling the Lens Blurfilter 586 
Smart guides 17-18, 124 
SmartObjects 109, 157-159, 303, 424- 
425, 553-569, 581, 596-602 
blending options 303 
convert for Smart Filters 302 
editcontents 569 

Smart Object sharpening layers 285 
transform adjustments 566 
Smith, Graham XXIV 


Smudgetool 38 
Snapshots 64-65, 712 
Snaptoedge 384 
Snapto pixels 46 
Snapto behavior 18 
Soft Light blend mode 523 
Soft proofing 692-694 
via Photoshop Print dialog 701 
Spectrophotometer 87, 90, 92 
Speedtest 112 
Spongetool 38 

Spothealing brush 48, 452-453 
Content-Aware mode 454-455 
Normal blend mode 454 
Replace blend mode 454 
Create Texture mode 453 
Proximity Match mode 452 
replace blend 453 
stroking a path 454 
Spyder2Pro 90 
sRGB 329 
SSD drives 116 

Stacking images (Bridge) 640-641 
Status information box 15 
Step interpolation 319 
Stochasticscreening 316 
Subtract blend mode 524 
Superstition beta 84 
Surface Blurfilter 

See Filter menu: Blur 
Synchronized scroll and zoom 13-16 
System requirements 86 

T 

Tabbed document Windows 10 
move to a newwindow 10 
Task-based workspaces 24 
Technicolor effects 372 
Tethered shooting 143-146 
filetransfer protocols 143 
Third-party plug-ins 588, 596 
Threshold mode preview 344 
Timing 15 

Title bar proxy icons 14 
Tonal compressiontechniques 424 
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Tool Preset Picker 43 
Tool Presets panei 30 
currenttool only 31 
Tool switching behavior 28 
Tooltips 30, 637 
tool tip info 28 
Tools panei 28-29 
Trackpad gestures 54 
Transform command 

SeeEdit menu 
Transparency 121 
transparency preferences 121 
TWAIN 148 
Type preferences 126 
Typetool initialization 126 

U 

Uninterruptible power supply unit 88, 100 
Units & Rulers preferences 122 
Unsharp Maskfilter 

See PDF on bookwebsite 
USB devices 99 
USB 2 99, 116, 143 
User interface 
fontsize 105 
preferences 104 
settings 6 

UVfiltersandedgedetail 207 

V 

Vampire power 100 
Vanishing Pointfilter 466 
Vector masks 

See Layers 
Vector programs 311 
Vectors 

converting vectors to pixels 489 
vector to pixels 489 
VersionCue 107 
Video cards 89 
Video memory 89 
View menu 

gamutwarning 122, 692 
grid 17 
guides 17 


proof setup 

custom proof condition 692-693 
Show 124 
snapto 18, 384 
view extras 17 
Vignetting 207 
Vista 86 

Vivid Light blend mode 523 

W 

Wacom 39, 43, 99, 444, 446, 476 
WebDAV 14 
Weisberg, Gwyn XXIV 
Weston, Stuart 46 
What Digital Camera XXIV 
WhiBal cards 171 
White point 93 
Wilensky, Gregg 514 
Williams, Russell XXIV 
Windowdocuments 12 
floating Windows 12 
imagetiling info 15 
N-up Windows 12 
Window menu 
arrange 3, 13 
match location 13 
match zoom 13 
cascade Windows 12 
extensions 27 
tile Windows 12 
workspace 
newworkspace 24 
panei locations 25 
photography workspace 25 
reset workspace 24 
workspace options 3 
workspace settings 20, 24-25 
workspace shortcuts 23 
Windows 7 86 
multi touch support 56 
Windows 8 86 
Windows Vista 86 
Windows XP 86 
Wirelesstethered shooting 143 
Woolfitt, Adam XXIV, 260 


Work Group Server 14 
Workspace 

See Window menu 
Wreford, Matt XXIV 
Wynne-Powell, Rod XX, XXIV, 743 
WYSIWYG imageediting 320 
WYSIWYG menus 126 

X 

Xeon Dual processor 86 
XML 653 

XMP metadata 165, 637, 653, 660 
powered byXMP 653 
XMP sidecarfiles 164, 637 
X-Rite XXIV, 92, 94, 226 
ColorChecker chart 171, 226, 228, 229 
il Display 2 91 
il Match 95-96 
il Photo 91-92, 94, 710 
ProfileMaker Pro 710 

Z 

ZIP compression 74 
Zoom blur mode 578 

Seea/so Filter menu 

Zooming 

animated zoom option 102 
scrubbyzoom 14 
zoom clicked to center 103 
zoom percentage info 14 
zoom shortcuts 12 
zoom with scroll wheel 102 
Zoom tool 54 
zoom tool shortcuts 54 
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Rod Wynne-Powell 

Overthe several editions of this series of books, I have been ableto elicitthetechnical 
help of Rod Wynne-Powell to check the accuracy of what I have written, and double- 
check, and sometimes modify, the techniques I have discussed. His enthusiasm and 
dedication to this task continues to be invaluable - if I am puzzled by some aspect 
and ask his advice, he will diligently seekout the answereitherthrough his contacts 
or via the Web, and provide me with a comprehensive reply accompanied by his own 
evaluation. 

Mac OS X for Photographers 

Rod Wynne-Powell is also author of Mac OSX for Photographers: Optimize YourMac 
for Digital Image Workflow and Run Photoshop Fast, which is also published by Focal 
Press. This book is an indispensible guide to the operating system that underpins the 
Mac user’s platform for Photoshop, Bridge and Lightroom. 

SOLUTIONS Photographic 

Rod Wynne-Powell also offers training, consultancy and retouching underthe banner 
‘SOLUTIONS photographic’ and is able to boast having trained photographers in both 
France and Italy as well asthosefrom all overthe UK, mainly on a one-to-one basis. 

A useful way to contact Rod can actually be found within Photoshop’s File menu! - 
Acrobat Connect uses the ‘Share my Screen..feature which allows a user to use the 
Web to set up ‘Meetings’ to which Rod can be invited via an email link. Remote help 
like this is very reasonably charged by the hour. Contact details are below: 


Email: 

rod@solphoto.co.uk 

Skype: 

rodders63 

iChat: 

rodboffin 

T: 

+44(0)1582-725065 

M: 

+44(0)7836-248126 



Photograph and retouching: Rod Wynne-Powell 


frfàioi Ntoftftar 


Mac OSX 

m PiwocMPWs 
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Pixel Genius PhotoKit plug-in 

www.pixelgenius.com 


Du^T^IflT™ PhotoKit 

I I Analog Effects for Photoshop 

This Photoshop compatible plug-in is designed to provide photographers with 
accurate digital replications of common analog photographic effects. PhotoKit is quick 
and simple and allows for a greatly enhanced workflow. Priced at $49.95. 




PhotoKit 

ij. 


Website username and password 

Here are the details you need to access 
thewvwv.photoshopforphotographers.com 
online bookcontent. 

Login: 3101-1901 
Password: superstition 


PhotoKit SHARPENER 

A complete Sharpening Workflow for Photoshop 

Other products may provide useful sharpening tools, but only PhotoKit SHARPENER 
provides a complete image ‘Sharpening Workflow’. From capture to output, PhotoKit 
SHARPENER intel ligently produces the optimum sharpness on any image, from any 
source, reproduced on any output device. But PhotoKit SHARPENER also provides the 
Creative contrais to address the requirements of individual images and the individual 
tastes of users. PhotoKit SHARPENER is priced at $99.99. 

PhotoKit Color 

Creative color effects for Photoshop 

PhotoKit Color applies precise color corrections, automatic color balancing and 
Creative coloring effects. This plug-in also provides a comprehensive suite of effects 
that lets you recreate Creative effects like black and white split toning and cross 
Processing. PhotoKit Color is priced at $99.95. 

Pixel Genius is offering a 10% discount on any whole order, which must be placed 
from the Pixel Genius store at: www.pixelgenius.com. This is a one-time discount per 
email address for any order made from Pixel Genius. This coupon will not work on 
affiliate sites. Also it cannot be combined with other discounts or programs except for 
certain cross-sell items. Please note that this coupon will expire upon next revision of 
Adobe Photoshop for Photographers. 

Coupon ID: PSFPCS6ME 
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